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CHAPTER I
I .  THE PROBLEM
Since th e  t u r n  of th e  cen tu ry  t h e r e  has been an 
abundant amount of sac red  and secu lar  ch o ra l  music w r i t t e n  
by American composers» Much of t h i s  music i s  u n fa m i l i a r  
to  d i r e c t o r s  of church c h o i r s  and high school ch o ir s ,  and 
as a r e s u l t  only a sm al l  amount of t h i s  music i s  being  
performed by th e s e  groups today. The u n f a m i l i a r i t y  of 
contemporary music i s  due i n  p a r t  to  a prejudice which 
has been s e t  up against i t .  Many d ir e c to r s  assume t h a t  
a l l  contemporary music i s  too d i f f i c u l t  and th u s  avoid i t  »
S tatement of th e  Problem. The purpose of t h i s  s tudy 
was: ( 1 ) t o  d i sp ro v e ,  through th e  a n a ly ses , the f a l l a c y  t h a t  
a l l  contemporary music i s  too d i f f i c u l t  and, (2 ) to  show 
some of  th e  s t y l e s  and t r e n d s  of the  contemporary c h o ra l  
composers.
Value of th e  J t u d y . The l i s t  of com posi t ions ,  each 
one g iv ing  th e  nature and character of the p iec e , w i l l  g ive  
th e  d i r e c t o r  a good c a t a l o g  of sacred  and s e c u la r  works.
P ro c e d u re s . A J - is t  of choral composers was compiled 
from the book, Composers i n  America, by C l a i r e  R. R e is .
This l i s t  was a m p l i f ie d  w i th  a group of composers found i n
-  1 -
-  2 -
other hooka on. American composera.^ Only American-born 
compoaera who have done the m ajority or a l l  of th e ir  
w rit in g  in  the tw en tie th  century were a e le c te d .  The 
length  of the l i s t  made i t  im perative to e lim inate  a 
portion  of these  compoaera. The fo llo w in g  c r i t e r ia  ware 
uaed: (1) Compoaera of cantatas and other large choral 
works, who had few or no compositions in  the smaller  
media, were e lim inated . Although cantatas are o c c a s io n a lly  
uaed in  church and sch o o l,  thé major demand ia  for sm aller  
works. (2) Certain composers' music waa f e l t  to  be too  
dissonant or rhythm ically  complex to  be p r a c t ic a l  in  a 
church or school music program. Music referred  to as 
"too dissonant" has an excess of these  q u a l i t ie s :  (a) d i s ­
sonant l in ea r  motion to d issonant v e r t i c a l  in te r v a ls  such 
as d in  the bass apposed to  the in te r v a l .b '  to  o' in  the  
soprano, (b) an abundant use of chords in v o lv in g  h a lf  s tep s  
between v o ice  parts and, (o) frequent modulation requ ir ing  
the use of many a ltered  chords. In  general the muaio has 
l i t t l e  f e e l in g  of r e s t  and fu l f i l lm e n t  but rather of ten s io n  
and incom pleteness, Music r e f e r r e d  to as "rhythmically  
complex" has overlaping t r i p l e t  patterns and t r i p l e t s  a ga in st  
duple time. Thus, the fo l lo w in g  composers' music waa se le c te d  
for t h is  study;
Idee Appendix A.
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Samuel Barber 
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P au l  Manz 
P e t e r  Mennin 
D anie l  Moe 
Ron Nelson 
Vincent P e r s i c h e t t i  
Gardner Read 
W all ingford  R iegger  
Ned Rorem 
Leland S a te re n  
William Schuman 
E l i e  S ieg m e ia te r  
Leo Sowerby 
Halsey Stevens 
Randall  Thomson 
V i r g i l  Thomson 
Robert  W etz ler
The com posit ions were ob ta ined  p r im a r i l y  by o rd e r in g  
c a ta lo g s  from a l l  the  major music p u b l i s h in g  houses,  and 
s e l e c t i n g  a l l  th e  sac red  and s e c u la r  composit ions for  
mixed vo ices  by the  composers l i s t e d , 2 T i t l e s  of compo­
s i t i o n s  were a l s o  found i n  th e  books Contemporary Music « 
pub l ished  by th e  Music Educa tors  N a t io n a l  Conference, 
and Composers i n  America, w r i t t e n  by C l a i r e  R, R e is .
One com posit ion  r e p r e s e n t i n g  each composer was 
chosen a f te r  a thorough study of r e p r e s e n t a t i v e  composit ions 
by each composer.  This  com posit ion  was chosen f o r  one of 
th e  fo l lo w in g  rea s o n s ;  (1) I t  was w i th in  the  ca p ac i ty  of 
most high school  groups.  (2) I t  showed s t y l i s t i c  c h a r a c t e r ­
i s t i c s  found i n  most of t h a t  composer 's  works. (3) I t  
r ev ea led  common s t y l i s t i c  t r a i t s  of the  t w e n t i e t h  c e n tu ry .
2dee Appendix 2.
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Bboh composition s e le c te d  for t h i s  paper was 
g iven c a r e f u l  a n a ly s is ,  and from t h is  and research i n to  
the  trends and s t y l e s  of composition of the contemporary 
period the  conc lus ions  reached were s e t  f o r t h  i n  th e  f in a l  
summary ch a p te r  of t h is  paper.
I I .  DEFINITIONS OF TERMS USED
The Contemporary P er iod . I t  i s  quite im possible  
to g ive  a b irth  date to the contemporary period. However, 
at the beginning of the tw entieth  century composers turned 
away from the su b jec t iv e  and the grandiose; from pathos and 
heaven-storming passion; from landscape pa in ting  and the  
quest for  sensuous beauty. "The r i s in g  generation  regarded 
the romantic agony as Wagnerian h i s t r io n ic s  and considered  
i t s e l f  made of stern er  s t u f f . "3 Composers turned from tbe  
problem of expression  to th e  problem of formal organ iza tion .
Music began to  show sign s of prim itiv ism , as apposed 
to the over-refinem ent of such a r t i s t s  as Debussy and Ravel. 
Composers favored  simple c l e a r  cut tunes of f o l k  c h a r a c t e r  
that revo lved  around a c e n t r a l  note and moved w ith in  a 
narrow compass; massive harmonies based on b lo c k - l i k e  
chords moving i n  p a r a l l e l  fo rm at ion  w i th  harsh percussive  
e f f e c t ;  o st in a to  rhythms o b se ss iv e ly  repeated; rugged 
o rchestra tion  fea tu r in g  massed s o n o r i t ie s ;  and a strong
3Joseph M achlis ,  In trodu ction  to  Contemporary Music 
"New York; YL W. Norton’ & C o,, T9ÏÏX) p. 152«
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im puls ion  to a t o n a l  c e n te r .  ̂ The new d is s o n an t  harmony 
lenda i t s e l f  admirably to  s a t i r e ,  irony, and humor.
L a te r  in  the  pe r iod  t o n a l i t y  gave way to  a new type 
of w r i t i n g ,  a t o n a l i t y ,  in t roduced  in  the  works of Arnold 
ochonberg (1874-1951) and h i s  fo l lo w e r s ,  Berg, Webern, and 
Krinek.  The term a t o n a l i t y  was a p p l ie d  to  music having an 
absence of key f e e l i n g .  cJchBnberg and o th e r s  b e l iev ed  t h a t  
music should express  the  in n e r  s e l f ,  and thus  the  t i t l e  
"Expressionism" was a p p l ie d  to t h e i r  music,  Express ion ism
G
f i r s t  became apparen t  about 1910,^ I t  soon gave way to 
ano ther  movement, "Neo-Olass io iam".
Neo-Olaaeioiam, the  term ap p l ied  to the works of 
S t r a v in s k y ,  Hindemith, and oth ers, i s  m isleading .
H i s t o r i c a l l y  i t  i s  i n a c c u r a t e ,  as these  composers were 
in f luenced  by the  c o n t r a p u n ta l  w r i t i n g  of the early  
eighteenth  ce n tu ry ,  and not the  C l a s s i c a l  era proper .  
Neo-Beroqu% would be f a r  more a c c u ra te  in  d e s c r ib in g  t h e i r  
s t y l e , & The f i r s t  composition m anifesting  the  l e o - O l a s s i c  
s t y l e  was "Octuor f o r  Wind In s t ru m e n ts " ,  w r i t t e n  by I g o r  
S t ra v in sk y  i n  1923.? The work shows a g e n e ra l  s i m p l i f i c a t i o n
% a c h l i s ,  o£. o l ^ . , p. 1 5 4 .
5George HoWerton, Technique and Bt.vle in  Choral 
[ (New York: Carl F i s c h e r ,  I n c . ,  I937T p. io ë ,
^Maohlis, :op. c i t , « p. 1 6 0 .
?Howerton,' op. c i t . ,  p. 170.
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of m a t e r i a l ,  form and medium, to th e  p o in t  of s e v e r i ty .
As t h e  c e n tu ry  has progressed  there i s  evidence 
of romantic and im p r ess io n is t ic  s t y le s  along with  
e x p r e s s i o n i s t i o  and n e o - c l a s s i c  s t y l e s .  The contemporary 
per iod  as used in  t h i s  paper w i l l  r e f e r  to  th e  pe r io d  of  
time beginning  a t  1900 and ending a t  the  presen t, 1964,
DlsaOMMQB. "Dissonance i s  the  element t h a t  su pp lies  
dynamic t e n s io n ,  the  forward im puls ion  t h a t  expends i t s e l f  
and cornea to  r e s t  in  c o n s o n a n c e , There i s  a m isconception  
amongst m usicians and music lovers  that what i s  consonant 
i s  p leasant to  the ear and what i s  d issonant ia  unpleasant. 
On the contrary, a chord that sounds dissonant in one 
environment may sound consonant in another; thus pleasure  
i s  a r e la t iv e  fa c to r .  This i s  the d e f in i t io n  which w i l l  
be used throughout t h i s  pape r ,  p rov id ing  other d e f in i t io n s  
do not appear  w i th  th e  word.
BORROWED OHORDB. Borrowed chords a re  a l t e r e d  chords 
which a re  taken from a p a r a l l e l  key, e i t h e r  major or minor. 
As an example, a borrowed I  chord i n  D minor,  would have the  
no tes  D, F sh a rp ,  A.
% a c h l i s ,  £2 . c i t . , p. 23,
CHAPTER II
IldT  OF COMPOSITIONS AND ANALYSES
The music i n  t h i s  ch a p te r  was chosen from approx­
im a te ly  300 com posit ions  of t h e  composers l i s t e d  on page 
two. The a n a l y s i s  shee t  was designed to  give the  maximum 
p e r t i n e n t  in fo rm a t io n  in  as b r i e f  a manner as p o s s i b l e . 9
In  making the  an a ly ses  of th e s e  composit ions i t  was 
in tended  t h a t  th e se  p o in t s  be brought out: (1) the vo ic in g  
SATB to  JSMTTBB, and the  presence  of so lo  passages ;  (2) 
the function  of accompaniment, aa an in te g r a l  part of the  
s e le c t io n  or a means of learn ing  the work; ( 3 ) the main 
to n a l i ty  of the p iece; (4 ) the t e x t ,  in clu d in g  author or 
source and d esc r ip t io n  or sample; ( 5 ) the range of each 
part ; ( 6 ) constancy or v a r ia t io n  of meter; ( 7 ) importance
of rhythm and rhythmic patterns used; (B) the c h a r a c te r is t ic s  
of the melodic l in e ;  ( 9 ) the types of chords, p rogress ion s ,  
and importance of harmony i n  r e la t io n  to the tex t;  (10) 
the types o f  modulation and the keys modulated to w ith in  
the  song; (11) the te x tu r e , whether homophonie or polyphonic, 
and whether the voice parts are conjunct or d is ju n ct;  ( 12 ) 
the use of r e s t s  for dramatic purposes; ( I 3 ) the use of  
in te r v a l ic  and harmonic p a ra lle lism ; (14) dynamic range,
9dee pages 9-56
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i f  unusua l ly  extreme, or im por tan t  in  d ram a t iz in g  the 
words; ( I 5 ) s p e c i a l  dev ices  used to  p o r t r a y  phrases  
or  c e r t a i n  words; ( I 6 ) g e n e ra l  o b s e rv a t io n s  concerning  
o th e r  works of each composer or  h i s  s t y l e .
-  9 -
CûMPOiiER E rn s t  Bacon E d i ted  by Gardner Read
TITLE The Boule, from "Five Hymns*'
PUBLISHER AND NUMBER Birohard-Boston  U n iv e r s i t y  S e r i e s  # 753 




TEXT (au th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  by Robert H e r r i c k .  (When once th e  so u le  
has l o s t  her way, 0 then how r e s t l e s s  does she s tr a y . And 
having not her God for  l i g h t ,  how does aha erre in  en d less  
n ig h t .)
RANGE
Boprano Alto Tenor Bass
ANALYBIB AND COmENTB
The most in te r e s t in g  fea tu res  of t h i s  p ie c e  are , the  
co n s tan t  m odula t ing ,  and the way the  m odula t ing  i s  done. Bacon 
s t a r t s  in  A f l a t ,  modulates to A, then D, D minor, 0 major,
A f l a t ,  A, D f l a t ,  and f i n a l l y  ends on the tonio  in  D major.
The p iece begins and ends with the same s e r ie s  of modulatory 
chords, but in  d i f f e r e n t  keys each tim a. The harmony in  t h i s  
song i s  qu ite  simple being composed of some ?th chords. Two 
other fea tu res  which make t h i s  p iece  so in te r e s t in g  are Bacon's 
use of passing ton es, resembling the manner in  which Bach used 
passing tones in  h is  ch o ra les , and h is  treatment of the 4 - 3  
suspension , which ia  to  re so lv e  i t  in  the fo llow in g  chord.
Bacon i s  a master a t  modulation, and does much of i t  
in  a l l  h is  works. He uses p a r a l le l  movement o c c a s io n a lly ,  
e s p e c ia l ly  4 th s ,  Sths, and o c ta v es .  His harmony i s  u su a lly  
not too  d isson an t. He w r ites  in  both the sacred and the secu lar  
v e in s .
-  10 -
COMPOSER Samuel Barber___________
lîTLE Let down th e  bara ,  0 Death
HJBUSHER MD NUMBER G. Sohlrmer.  I no. 4 8907 
PRIOE 20ÇL  VOICING SATB
ACCOMPANIMENT lone
G minor
TEXT ( a u t h o r I aouroe, d esc r ip t io n , and sample)
The words were taken from a poem by Emily D iokinson, 
(Let down the  bars, 0 Death; The t ir e d  f look s oome in .  Whose 
b lea tin g  oeaaes to  repeat, Whose wandering ia  clone» Thine i s  
the s t i l l e s t  n ig h t .  Thine the secu rest  fo 2d; Too near thou art  
f o r  seek ing  thee, Too tender to be t o l d , )
RANGE
Alto
MAlYSl j AND OOmmTd
This i s  an extremely short p iece  being only 30 measures 
long , A moat s t r ik in g  e f f e c t  i s  produced at bar 12, when Barber 
gpes d ir e c t ly  from G minor to E minor. The p iece  i s  w r it ten  
homophonically, each part having the same rhythm, The meter 
changes co n sta n tly  to  f i t  the t e x t .  Barber uses the borrowed 
I chord freq u en tly , but ?th chorda sp arin g ly  in  t h is  song,
Berber i s  a v e r s a t i l e  composer who changes h is  s t y l e  
somewhat in  eaqh choral p iece  he w r it e s ,  This changing s t y le  
can be seen in  b is  3 s e le c t io n s  from the "Reincarnations", 
a lso  published by G, Bchirmer,
-  11 -
COMPOSER M arion Bauer
TITLE Death Jpreada H is Gentle
PUBLISHER AND NUMBER A ssoc ia ted  Music Put. I n o . ,  # A-168
PRICE 2Qcf______  VOICING ____
ACCOMPANIMENT Piano f o r  r e h e a r s a l  on ly .  
KEY D minor
TEXT ( a u th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The te x t  comes from a poem by Eunice P ro sso r  Crain, 
(Death spreads  h i s  g e n t le  wings And over the p a s s in g  so u l  
aa i t  takes f l i g h t  He g en tly  f l in g s  the darkness As a 
olnak And peace descends And n ig h t ,)
RANGE
doprano Alto Tenor Bass
ANALYSIS AND OOMmNTd
This piece  i s  w r i t t e n  homophonically w i th  simple 
rhythm. The harmony has 7th , 9 th , borrowed, and a ltered  
chords. The most dramatic point in  the song ia  on the l e s t  
page, Bauer modulates for  e f f e c t  on the t e x t ,  *A s p ir i t  wings 
i t s  way in to  e te r n ity  and l ig h t " .  The te x t  i s  done tw ic e .
The f i r s t  time Bauer modulates i n to  P sharp major on th e  word 
e te r n ity .  The la s t  time she goes to D major, d ram a t iz in g  
th e  work immensely at t h i s  p o in t .
In another work, "At the New Year", Bauer's dramatic 
w ritin g  i s  shown a l i t t l e  more c le a r ly .  On such a t e x t  as 
"In th e  hush of the country" she uses open f i f t h  chords, but 
in  the next phrase, "in the ugly n o ise  of our c i t i e s " ,  she 
uses p a r a l le l  9 th s  to p ic tu re  the n o ise  of the c i t i e s .
A l l  of B au er 's  songs a r e  ap p e a l in g  and are  not too  
d i f f i c u l t  for  most ch o ir s .
-  12
COIvIPOdER William Ber^sma 
1ITI3 P ra ise
PUBLISHER AND NUMBER Galaxy Muslo Corp. #  2165 
PRICE 25Q(________ VOICING BATB_____________
ACCOMPANIMENT Organ 
KEY E f l a t  Major
TEXT' (author, sou rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  was taken  from George Herber t  (1593-1633)« 
(King of g lo ry ,  King of Peace, I  w i l l  love Thee, and t h a t  
love  may never c ease ,  I  w i l l  move Thee. Thou h a s t  g ran te d  
my request, Thou hast heard me. Thou d id s ' t  note my working 
b rea st . Thou hast spared  me. )  There are two o th e r  verses  to  
t h i s  song.
RANGE
dopraao A lto Tenor Baas
ANAlYdId AND OOmmNTJ
This i s  a modern ohorale . I t  i s  w r itten  in  blook  
rhythm, w ith  an a lte r n a t in g  meter, from 2 to The melody 
i s  very s in g a b le ,  and i s  equally  d is tr ib u ted  between the men 
and women, The harmony ia  qu ite  simple in  t h i s  song with  
a sp a tter in g  of ?th ohords.
In  h is  other works, Bergsma tends to be quite  dissonant  
and very rhythmio, A very d e sc r ip t iv e  pieoe of mw îo by 
him ia  " In a Glass of Water Before R etir ing" . This song 
however, i s  too d i f f i c u l t  for  most high school groups,
Beegsma tends to use rhythmio or note motives in  h is  works, and 
a lso  uses counterpoint, w ith  sustained  notes on two voice  
l i n e s ,  and rather rhythmio movement on the other vo ice  p a r ts .
13
C0AIP03ER Charles F. Brvan
TITLE These are the Times « from (The Textbooks)
]?UBIIBHER AND NUMBER J. F ischer & Bro. #8558
PRICE 30(^ VOICING BATE and Jnare Drum
ACCOMPANIMENT Piano fo r  r e h e a r s a l  on ly , ( sn a re  drum)
KEY E minor
TEXT (author, aouroe, d e sc r ip t io n , and sample!
The te x t  waa taken from "The American Oriaia", by 
Thomaa Paine, (These are the times that try  men's s o u ls ,
What we obtain  too chedp we esteem too l i g h t l y .  I t  i s  dear- 
ness only that g ives  ev e ry th in g  i t s  va lue, The summer so ld ie r  
and the  sunshine p a tr io t  w i l l  i n  th is  c r i s i s  sh r in k  from the 
serv ic e  of h is  country. He that stands i t  now deserves the 
love and praise  of man, deserves th e  thanks of man,)
RANGE
doprano 0 Tenor Basa
- e -
ANALY^Ij AND COmENTd
This song i s  w r i t t e n  i n  polyphony. The f i r s t  two pages 
a r e  i n  A minor,  and the  remainder  oi the  song i s  i n  E minor.
The form i s  ABB'. The harmony i s  composed of 7 t h - l ] t h  chords 
a long with a lter ed  chords and borrowed chords. The meter 
la a steady The short motive of the  A se c t io n  and the  
melody of the  B s e c t io n  a re  e q u a l ly  d i s t r i b u t e d  in  th e  ch o i r  
p a r t s .  The sna re  drum accompaniment begins a t  the B s e c t io n .  
Bryan uses s e v e r a l  dev ices  r a t h e r  e f f e c t i v e l y  i n  t h i s  p ie ce ;  
th e  peda l  p o in t  i n  the  bass in  s e c t i o n  A, th e  s t a c c a t o ,  
open f i f t h  i n t e r v a l  i n  the  male vo ices  a t  s e c t i o n  P which 
d ep icts  a bass drum, along with  the  p a r a l l e l  t h i r d  duet i n  
the female v o ic e s ,  l a t e r  taken  up by the  men, and the  
s t r i c t ,  canon fo r  8 measures in  s e c t i o n  B '. The dynamic 
range, as w e l l  as the  voice ranges  a re  not too g re a t  i n  t h i s  
p ie c e .  The song i s  himply w ritten , but c le v e r ly  done, and 
wnuld appeal to  a high school group.
Bryan a lso  has 3 other songs from "The Textbooks", 
which are as good as t h i s  s e le c t io n .
- 14 -
COMPOSER Paul  C h r i s t i a n s e n
TITLE P ra y ers  of S te e l
PUBLISHER AND NUMBER Augsburg Pub. House # 1079 
PRICE 25<̂ ______  VOICING SATB____________
AOOOMPANIimNT _  
KEY A Major
Piano f o r  r e h e a r s a l  only
TEXT (a u th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The tex t  i s  from the poem "P rayers  of S t e e l " ,  by C ar l  
Sandburg, (Lay me on an a n v i l ,  0 God. Beat me and hammer 
me in to  a crowbar.  Let me pry loose  old w a l l s .  Let me 
l i f t  and loosen  old fo u n d a t io n s . )
RANGE
Boprano A lto  Tenor Bass
n ....... o  ^  n  n  U.L ^  Û —




This p ie c e  i s  w r i t t e n  i n  d is so n an t  c o u n t e r p o in t .  I t s  
form i s  ABG(ooda). I n  the A s e c t i o n ,  C h r i s t i a n s e n  uses two 
motives together  at t im es ,  or a lone, and in  d i f f e r e n t  v o ic e s .
I n  the  B s e c t i o n  he has a s t r i c t ,  d i s s o n an t  canon between the 
te n o r  and soprano,  c l o s in g  w ith  a rhythmic ,  syncopated p assage .  
I n  th e  C s e c t i o n  th e  basses  have a lo v e ly  so lo  w i th  th e  sonranos 
t a k in g  up th e  melody j u s t  be fo re  the  coda. I n  th e  coda th e r e  
i s  a sh o r t  r e t u r n  to  th e  themes of the  A s e c t i o n ,  and th e n  a 
s e r i e s  of b lock  chords to  end th e  work. C h r i s t i a n s e n  i s  fond 
of p a r a l l e l  movement, having p a r a l l e l  4 t h s ,  5t h s ,  ? t h s ,  and 
o c tav es ,  i n  t h i s  p ie o e .  This song i s  q u i t e  d i f f i c u l t  f o r  the  
average  h igh  school  c h o i r ,  but two s e l e c t i o n s  which would be 
w i th in  th e  g rasp  of th e  average  group a re  "Time and Bpace" 
and " In v o c a t io n  and C hora le" .
A l l  of  C h r i s t i a n s e n ’s works possess  a s t ro n g  rhythmic 
d r iv e .  He u t i l i z e s  th e  e n t i r e  range of the  human v o ice ,  and 
sometimes exceeds t h e  a c c e p ted ,  h igh  range l i m i t  of th e  v o ic e .
OOMPOdER
- 1$ -
Olaf  0. C h r i s t i a n s e n
TITLE The dong of Peace
PUBLISHER AND NUMBER N ei l  A. K.jos Go. # 6 6 _______
PRICE 20ĝ ______  VOICING BATB (3BATTBB)
ACCOMPANIMENT Piano fo r  r e h e a r s a l  only 
KEY A minor
TEXT (a u th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The words a re  by L i l l i a n  A tcherson .  The t e x t  i s  a very 
f i t t i n g  one f o r  our t im e,  and i s  g e n e ra l  enough to  make the  
song f i t t i n g  any time of th e  y ea r .  (The heavens opened 
wide one n ig h t ,  to  l e t  th e  an g e ls  th rough .  Who sang f o r  men, 
the  Song of Peace t h a t  only heaven knew. Though c e n t u r i e s  
have measured t im e ,  w i th  each u h fo ld ip g  yea r ,  the  song s t i l l  
l i v e s  i n  human h e a r t s  to  b r in g  hew hope, new c h e e r . )
RANGE
Soprano Alto Tenor Bass
ANALYSIS AND COMMENTS
The most s t r i k i n g  f e a t u r e  of t h i s  song i s  i n  th e  harmony. 
C h r i s t i a n s e n  uses 7 th  chords throughout the  p ie ce ,  and n e a r ly  
always i n  t h e i r  ro o t  p o s i t i o n .  P r im a r i ly  the  minor 7 th  and 
major 7th chords a r e  used. The most i n t e r e s t i n g  p a r t  of the  
song i s  i n  the  middle s e c t i o n ,  where he leaves  the s t r i c t  
homophonie s t y l e  f o r  a l i t t l e  while  and has t h e  men come i n  
on th e  t e x t  a bea t  a f t e r  th e  women. This produces an echo 
e f f e c t  which i s  q u i t e  f i t t i n g  a t  t h i s  p o in t .  Rhythmically  
and dynamically  i t  i s  w i th in  the range  of most c h o i r s .
C h r i s t i a n s e n ,  i n  h i s  o th e r  works, i s  much more rhythmic ,  
us ing  t r i p l e t s  and d o t te d  rhythms. He w r i t e s  only f o r  
unaccompanied vo ices  and only in  the  sac red  v e in .
-  16 -
COMPOSER Joseph W. Clokey___________
TITLE 0 Make Our H earts  to  Blossom
FDBLIJHER AND NUMBER Jummy-Bjrchard Company # B-2065 
PRIGE 30Gf VOICING BBAATBB_______________________
AOOOMPANIMENT Plano or Organ f o r  r e h e a r s a l  only ______ _
KEY G Major__________________________________________________
TKET (a u th o r ,  source ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  by Robert  H il ly e r .  This  song would be 
most e f f e c t i v e  i f  done on E a s te r  day. (0 make our hearts to 
blossom Lord, fo r  they  are Thine to  save. Thou r i s e s t  w i th  
Thy f laming sword, from darkness  and the gravel Almighty 
v i c t o r  on thy  face  the smile of peace,  the pledge of grace, 
and under Thine a b id in g  wings how f a i r  the f a d e l e s s  blossom 
s p r in g s . )
RANGE
Boprano Alto Tenor Bass
e -
ANALYBIB AND COMMENTS
The beauty  of t h i s  p iece  l i e s  i n  the r ic h ,  somber 
harmony. Clokey produces a s t r i k i n g  e f f e c t  on the t e x t  
"From dar^naas  and th e  #?rave" hy going to  F sharp  minor.
He modulates sev era l other times i n  the s e l e c t i o n ,  producing 
n ic e  e f f e c t s .  The harmony i s  simple as he uses 7th chords ,  
borrowed chords, and a l t e r e d  chords .
Clokey i s  a con servative  in  c h o ra l  w r i t i n g ,  as h is  
s e l e c t i o n s  r e v e a l  an aversion  to  dissonance.
-  17 -
COMPOSER Aaron Copland
TITLE dtomp Your Foot (Choral  ciquare Danoe from Tender Land)
AND NUMBER Booaev & Hawkea ê 5019__________________
ERIGE 2 M  VOICING
ACCOMPANIMENT Piano duet 
KEY D Ma.1or_____________
TEXT ( a u th o r ,  aouroe,  d e s c r i p t i o n ,  and sample)
The words are by Horaoe E verett ,  (Stomp your fo o t  
upon the f lo o r .  Throw the wlndowa open. Take a breath of  
f r e s h  June a ir ,  and danoe around the room,)
RANGE




h r - - - - - -
ANALYSIS AND COmiENTS
This  song would be extremely ap p ea l in g  to  a h igh  school 
group. The octave  i n t e r v a l  i n  the  melody i s  a l i t t l e  awkard, 
but i s  i n  c h a r a c t e r  w i th  th e  t e x t  of the  song. The p ie c e  i s  
w r i t t e n  i n  ABA form and i n  homophonie t e x t u r e .  There i s  g r e a t  
v a r i e t y  i n  t h i s  p ie c e ,  w i th  unison sing in g  ; a long  w i th  male 
chorus ,  g i r l s  chorus ,  and th e  f u l l  ensemble. Copland mod­
u la t e s  many t imes i n  th e  p iece  to  th e  fo l low ing  keys; E f l a t  
major, F sharp minor, B f l a t  minor, and f i n a l l y  E major.
The d e c ep t iv e  cadence i s  used s e v e r a l  t imes i n  t h i s  song. 
Rhythm ical ly  i t  i s  very  i n t e r e s t i n g  w i th  some syncopated 
s e c t io n s  towards the  end of  the  son^,. His harmony i s  v a r i e d ,  
w i th  some chords only having the  r o o t  and t h i r d  and o th e r s  
going up to  the  ?th . There i s  a g r e a t  amount of p a r a l l e l  
movement i n  the  p i e c e .  The vo ice  ranges a re  q u i t e  demanding 
fo r  h igh schoo l  s t u d e n t s .
Copland's music i n  g e n e ra l  i s  very rhythmic and very 
d esc r ip t iv e  of t h e  t e x t ,  o f t e n  showing s u b t l e  humor.
18
G 0MP03ER J-enry„Gowell . 
TITLE Psalm 121
PUBLISHER AND NUMBER A ssoc ia ted  Music P ub . .  I n o .  # A-280 
PRICE 20(^______  VOICING SATB_______________________
ACCOMPANIMENT _ 
KEY D Ma.1er
Piano fo r  r e h e a r s a l  only
TEXT (au th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
(I w i l l  l i f t  up mine eyes unto the  h i l l s ,  from whence 
oometh my h e l p .  My h e lp  cometh from th e  Lord, which made 
heaven and e a r t h . )
RANGE
Soprano Alto Tenor Bass
ANALYSIS AND COMMENTS
This  p ie c e  beg ins  on a V chord i n  D m ajo r .  There a re  
some extreme dynamic c o n t r a s t s  i n  the  song which enhance the  
drama. The meter  remains s t a t i o n a r y ,  but the  rhythm from 
measure to measure i s  exceed ing ly  f r e e ,  w i th  many t r i p l e t s  
and r e s t s .  There a r e  s e v e r a l  r a t h e r  shor t  s o lo s  f o r  soprano 
and te n o r  i n  th e  middle s e c t i o n .  Cowell uses chromatic  harmony 
very  b e a u t i f u l l y  on th e  t e x t ,  "The Lord i s  thy  keeper ,  t h e .
Lord i s  thy  sh a d e ."  P a r a l l e l  movement i s  q u i t e  common, 
e s p e c i a l l y  i n  3rd s  and o c ta v e s .  The harmony has mainly 7th 
chords and a l t e r e d  chords .  This song i s  not  too d i f f i c u l t ,  
and would be a good s e l e c t i o n  f o r  church or sc h o o l .
I n  o th e r  works by Cowell p a r a l l e l  harmony i s  found in  
abundance, A changing meter  i s  used e x t e n s iv e ly ,  as  i s  d o t te d  
rhythm. I n  one of h i s  Christmas songs,  "Sweet was the  Song 
the  V irg in  Sung", Cowell uses both th e  m ixolydian ,  and t r a n s ­
posed Dorian modes. Cowell’ s works a re  g e n e r a l l y  not too  
d is so n an t  sounding.
~ 19 “•
COMPOSER P au l C res to n
TITLE Here i s  th y  f o o t s t o o l ,  from (Three GhoraJfis from Tagore)
PUBLISHER AND NUMBER Q. dohlrmer.  In o .  #11U 6 _______
PRICE 20cf VOICING SATB______________________ _____
ACCOMPANIMENT 
KEY A major
Plano fo r  r e h e a r s a l  only
TEXT (au thors  aouroe, d e sc r ip t io n , and sample)
The t e x t  waa w r i t t e n  by the  composer» (Here i s  th y  
f o o t s t o o l  and t h e r e  r e s t  th y  f e e t  where l i v e  the  p o o r e s t ,  and 
l o w l i e s t ,  and l o s t  » When I  t r y  to bow to  thee my obeisance  
cannot reach down to  th e  depth  where th y  f e e t  r e s t  among the  
poorest, and l o w l i e s t ,  and lo s t» }  There a re  fo u r  atanzea to 
the  s e l e c t i o n .
RANGE
Soprano A lto Tenor
O f ) ...........................
Bass
, ..................................
0  S ) V V  < 3
I r :  . A 1 /  '
o  ......... A V \ \ / .........................
Ü L — (Q-...-.............. , ^  .........
ANALYSIS AND COMMENTS
The harmony i n  t h i s  s e l e c t i o n  i s  q u i t e  rem arkab le .  
C res ton  has th e  a b i l i t y  of a r r a n g in g  th e  tones, i n  chords i n  
such a manner as  to  produce extremely ap p e a l in g  sounds.
7 th “"13th chords ,  and th e  Neapolitan I I ,  a r e  found i n  p ro fu s io n ,  
and i n  a l l  t h e i r  i n v e r s i o n s .  The f e a t u r e  which s e t s  C re s to n ’s 
harmony a p a r t  from o th e r s  i s  h i s  use of a c c i d e n t a l s  i n  
the  chords ,  on any n o te ,  and combining sharps w ith  f l a t s .
The meter  i s  co n s ta n t  i n  the  p ie c e .  Rhythm ica l ly  i t  i s  i n t e r ­
e s t i n g  but no t  d i f f i c u l t .  The p iece  i s  w r i t t e n  i n  homophonie 
s t y l e  w i th  very s in g a b le  vo ice  l i n e s .  The i n t e r v a l s  might 
give the  h igh  school  s in g e r s  t r o u b l e  at the s t a r t ,  Cres ton  
shows concern f o r  th e  p h rase ,  "among th e  p o o r e s t ,  t h e  l o w i e s t , 
and the  l o s t " ,  as  he uses th e  same melody and harmony on t h i s  
phrase  each t im e i t  i s  sung. The o th e r  p a r t s  of the song a r e  
through-composed.
I n  h i s  o th e r  works, Cres ton  tends  to  be a l i t t l e  more 
d e s c r i p t i v e ,  us ing  a v a r i e t y  of rhythms, and p a r a l l e l  move­
ment, e s p e c i a l l y  i n  3r d s .
“  2 0  “
COMPOSEE Bainbrldae Crlst
TITLE 3 t » F r a n c i s ’ P rayer
PUBLISHER AND NUMBER C ar l  F i s c h e r .  I n c .  # 65LL 
PRICE 20cf________  VOICING SSAATTBB________
ACCOMPANIMENT Plano f o r  r e h e a r s a l  only 
KEY G M a j o r ___________________________
TEXT ( a u th o r ,  source ,  d e s c r i p t i o n ,  and sample)
(Lord make me an in s t ru m e n t ,  of Thy peace .  Where 
th e r e  i s  h a t r e d  l e t  me sow lo v e , )
RANGE
Soprano








C r i s t  makes good use of 8 p a r t  chords i n  t h i s  p i e c e .  
The harmony i s  exceed ing ly  r i c h ,  and has many a l t e r e d  ch o rd s .  
G r i s t  begins m odula t ing  i n  the  song 16 bars  from the  be­
g in n in g .  He goes to F major,  F sh a rp ,  B minor, B major,  and 
th e n  back to  G major, a l l  w i th in  13 b a r s .  G r i s t  uses th e  male 
vo ices  very e f f e c t i v e l y  to  portray th e  t e x t  i n  s e v e r a l  s h o r t  
s e c t i o n s .  The l a s t  two pages resemble a hymn, as th e  harmony 
i s  q u i t e  s im ple ,  very  seldom going beyond the  ? th ,  and i t  i s  
w r i t t e n  i n  b lock  rhythm. I n  the  l a s t  5 measures the  bass  has 
a peda l  po in t  on G which g r e a t l y  in c r e a s e s  th e  dramatic  e f f e c t  
of th e  cadence.  The p iece  i s  homophonically  w r i t t e n  w i th  
easy rhythm th ro u g h o u t .
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COMPOSER Norman D ello  Jo ie
TITLE dweet dunny, from "The T a l l  Kentuckian'*_______





TEXT (a u th o r ,  aouroe ,  d e s c r i p t i o n ,  and sample)
The words a re  by Barbara Anderson. (3hine down Sweet 
Sunny, sh ine  down on my s o u l ,  Sunny. Oh the  big  house s i t s  
up high w ith  the t r e e s ,  Small house i t  s i t s  down in  the  low, 
Sun draws w a t e r  t i l l  the  creeks run dry and everywhere you 
go, Sweet S u n n y ^ in  the  sky, i t ' s  s h in in g  time now.)
RANGE
Soprano Alto Tenor Bass
ANALYSIS AND COMMENTS
This p iece  sounds l i k e  a Southern f o lk  song. Much of th e  
s in g in g  i s  i n  unison or  o c tav es ,  as the  melody i s  e q u a l ly  
divided between the boys and g i r l s .  The chromatic harmony 
adds t o  th e  i n t e r e s t  of the p iec e . Dello Jo io  does use yth 
and 9th, chords as w e l l  as  a ltered  chords, but the  dissonance  
i s  not sharp  l i k e  i t  i s  i n  some of h i s  o th e r  works.
"Somebody's Coming", another s e l e c t i o n  from the T a l l  
Kentuckian,  i s  rhythm ically much s t r o n g e r  than "Sweet Sunny", 
but i t  s t i l l  r e t a i n s  the  f o lk s y  c h a ra c t e r  of "Sweet Sunny". 
D ello  J o i o ' s  s t r o n g  p o in t s  seem to be in rhythm and melodic 
l i n e .  He w r i t e s  in  both the  polyphonic and homophonie s t y l e s ,  
using the one which f i t s  a p a r t i c u l a r  t e x t  b e s t .
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COMPOSER Anthony Donato
TITLE P ra ise  Ye The Lord




Plano f o r  r e h e a r s a l  only
TEXT (a u th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The words a re  from Psalm I 5 0 . (P r a i s e  ye th e  Lord, 
P r a i s e  God i n  His s a n c tu a ry ;  P r a i s e  Him i n  the  firmament 
of His power. P r a i s e  Him f o r  His mighty a c t s ;  P r a i s e  Him 
accord ing  to His e x c e l l e n t  g r e a t n e s s .  P r a i s e  Him w i th  the  
sound of the  t ru m p e t . )
RANGE
Hoprano Alto Tenor Bass
ANALYHla AND COMMENTS
Donato’s composit ions cover a wide range, from sacred  
to  s e c u l a r .  He seems a t  home w r i t i n g  i n  e i t h e r  of th e se  
f i e l d s .
The one f e a t u r e  which makes t h i s  p iece  so i n t e r e s t i n g  
i s  t h e  constantly  changing t o n a l  cen ter . At v a r io u s  t imes 
w i th in  the  com posi t ion  th e s e  tona l c e n te r s  a r e  implied :
D minor,  B minor, C sharp  minor, E minor,  A minor,  and f i n a l l y  
B m a jo r .  Other p o in t s  of i n t e r e s t  a r e ;  p a r a l l e l  movement 
in  oc taves  and f i f t h s ,  unison s in g in g , s c a l e  p assag e s ,  th e  
use of chords b u i l t  w i th  the  i n t e r v a l  of the 4-th, and chang­
ing  rhythm from measure to measure.  The harmony does have 
y t h - l l t h  chords ,  but i t  i s  not sharply d issonant.
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COMPOSER Garth Edmundson
TITLE Go to  Dark Gethsemane
PUBLISHER AND NUMBER J .  F isch e r  & Bro. # 8968 
PRICE ______ 20cf VOICING SATB (SATTBB)
ACCOMPANIMENT Organ (o p t io n a l )  
KEY D minor
TEXT’ ( a u th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  came from James Montgomery, 182$, This  i s  
a P a a s io n t id e  c a r o l ,  (Go to  dark  Gethsemane, Ye t h a t  f e e l  
th e  tem p te rs  power. Your Redeemer’s c o n f l i c t  s e e .  Watch 
w ith  Him one b i t t e r  hour;  Turn not from His g r i e f s  away; 
Learn o f  Je su s  C h r is t  to  p r a y . )  There a r e  two o th e r  v e r se s  
to the  song.
RANCæ
üoprano Alto Tenor Bass




This s t r o p h ic  song could be very moving i f  done w i th  
an extremely dark  tone  c o l o r .  The voice  l i n e s  a r e  very  s in g ­
ab le  and i n t e r e s t i n g  even though i t  i s  w r i t t e n  i n  b lock  rhythm, 
The d i v i s i o n  of p a r t s  only  occurs  on a few chords i n  th e  p ie ce ,  
Edmundson i s  q u i t e  c o n s e rv a t iv e  i n  t h i s  s e l e c t i o n ,  as  he i s  
i n  most of h i s  o th e r s ,  i n  t h a t  th e re  a re  no sha rp  d is so n an ces ,  
and 7 th  chords a r e  used s p a r i n g l y .  The a l t e r n a t i n g  meter  
g ives  a n ic e  e f fe  i n  th e  song. There a r e  no d i f f i c u l t i e s  
i n  t h i s  p iece  and i t  could e a s i l y  be le a rn ed  f o r  a dunday 
anthem.
-  2 4  “
G0MPO3ER Robert  Elmore
TITLE Drop. Drop, Jlow Tears
PUBLISHER AND NUMBER M. Witmark & Sons # 3414
PRICE VOICING SATB
ACCOMPANIMENT Organ
KEY E f l a t  Major
TEXT ( a u th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The words a r e  by Phoneas F l e t c h e r ,  I 6 3 3 . The t e x t  i s  
such t h a t  the  song could be used any time of the  y e a r ,  (Drop, 
drop slow t e a r s ,  and bathe  those  beauteous f e e t ,  Which brought 
from h eav ’n the  news and P r in c e  of  Peace .  Cease n o t ,  wet 
eyes .  His m erc ies  to  e n t r e a t ,  to  cry f o r  vengeance,  f o r  S in  
do th  never  cease .  I n  your deep floods, drown a l l  my f a u l t s  
and f e a r s ;  Nor l e t  His eye see s i n ,  but through my t e a r s ,  
Amen. )
RANGE
Soprano Alto Tenor Bass
...................





This song, as most of Elmore’ s s e l e c t i o n s ,  i s  exceed-  
in g ly  d ram a t ic .  He uses almost the  same harmony to  end th e  
song as he did to  begin  i t ,  so the  form i s  ABA’ . Nearly  
every chord in  the  song i s  a 7 th ,  9 th ,  11 th ,  or  13 th .  The 
middle s e c t io n  lends  i t s e l f  b e a u t i f u l l y  to  Elmore’s d ramatic  
w r i t i n g ,  as  the  t e x t  he re  i s ,  "To c ry  f o r  vengeance s i n  doth  
never  cea se " .  This i s  a b e a u t i f u l l y  composed song on t h i s  
t e x t  and i t  should not  be too  d i f f i c u l t  f o r  th e  average  cho i r ,  
Elmore’ s "Three E x h o r t a t io n s "  a re  a l s o  w i th in  th e  l i m i t s  of 
an average  high schoo l  group.
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COMPOSER P a u l F e t le r
TITLE ding  Unto God
PUBLIdHER AND NUMBER Augsburg P u b l i s h in g  House #12LL 
PRICE 25@f VOICING 3ATB (3ÜATTBB)
ACCOMPANIMENT Piano or  Organ ( o p t io n a l )  
KEY A f l a t  M a j o r ____________
TEXT (a u th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  based on Psalm 68; v e rse s  32-34* (Sing 
unto God ye kingdoms of the  e a r t h ;  0 s in g  p r a i s e s  unto 
the Lord; Sing to Him t h a t  r i d e t h ,  upon the  heavens which 
a re  of o ld ;  Lo, he u t t e r e t h  His vo ice ,  and t h a t  a mighty 
vo ice .  A scr ibe  ye s t r e n g t h  unto God; His ex c e l len cy  i s  




The most s t r i k i n g  fea tures  of th is  p ie ce  a r e ;  F e t l e r* s  
use of open chords ,  and th e  very syncopated rhythm. He a l s o  
uses a changing m e te r ,  peda l  p o in t  on an open chord, and unison  
and octave s in g i n g .  The syncopation i s  enhanced by th e  soprano 
sin g in g  a d if f e r e n t  rhythm from the  o th e r  v o ic e s .  The use of 
chords w ithout  the  th ir d , produces a dramatic  e f f e c t  on th e  
t e x t .  These chords a r e  not used throughout the  p ie c e ,  but 
a re  s c a t t e r e d  w i th in  th e  p ie c e .  The p a r t s  d iv id e  f o r  only  
s e v e r a l  s h o r t  segments of the  com posi t ion .
F e t l e r  uses  d issonances  more e f f e c t i v e l y  i n  o th e r  
s e le c t io n s ,  p a r t ic u la r ly  "Wild Swans". I n  t h i s  s e l e c t i o n  
th e  p a r a l l e l  4 th  movement i n  the  male vo ices  i s  q u i te  d ra m a t ic .
F e t l e r  has no exact  s t y l e ,  but l i k e  many con tem porar ies ,  
changes h i s  s t y l e  to  f i t  the  t e x t  of a p a rt icu la r  song.
-  26 -
COMPOdER Rosa Lee Finney _____ ______ _
TITLE Psalm XQV (Cofae^le t  us to  the Lord showt . joyfu lly)
PUBLldHER AND NUMBER C a r l  F i s c h e r ,  I n c .  # CM 6834  
PRICE 20(^_______  VOICING SATB
ACCOMPANIMENT Organ or Piano 
KEY F M ajor____________________
TEXT (au th o r j  sou rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  comes from Psalm 95» v ia  the  ’’Ainsworth 
P s a l t e r y ” , 1612.
RANGE
doprano Alto Tenor Bass
b  O
ANALYdld AND COMMENTd
The two most i n t e r e s t i n g  p o in t s  i n  t h i s  song a r e ;  
F in n ey ’ s e f f e c t i v e  modula t ion  in to  G minor and out aga in  to  
F, and the  su b je c t -an sw er  between the  female and male v o ic e s .  
The changing meter  g ives  a l i t t l e  added d r iv e  to  the  p ie c e .  
Harmonically  i t  i s  q u i t e  s im p le , as Finney uses 7 th ,  9 th ,  
and borrowed chords only  s p a r i n g l y .  There a re  no apparent 
d i f f i c u l t i e s  i n  the  p iece  and i t  could be e a s i l y  le a rn ed  
by any choir .
I n  a l l  of h is  onoral works Finney shows a g r e a t  i n t e r e s t  
i n  keeping the  rhythmic v i t a l i t y  very s t r o n g .  He does t h i s  
by using a changing meter  and changing tempo.
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COMPOSER Samuel R ichard Gaines
TITLE S a lu ta tion  (Choral Prologue)
PUBLldHER AND NUMEŒB J . F ischer & Bro. # 5365
PRICE 20* VOIClNG dATB (ddAATTBB)
ACCOMPANIMENT Piano
KEY D Major
TSMT (author, source ,  d e s c r i p t i o n ,  and sample)
The poem i s  by th e  composer. This  i s  meant to  be 
used as an opening number to  a ch o ra l  c o n c e r t .  (Music i t  
was we brought from heav'n, on an a n g e l ' s  b r e a th  so pure, 
and i t  a lone  may we ca r ry  back, as  a th in g  which s h a l l  
endure.  And thus  u p l i f t e d  do we mount, l i k e  some c e l e s t i a l  
th rong ,  to  realms of world f o r g o t t e n  joy , on wings of l iv in g  
s o n g . )
RANGE
doprano Alto Tenor Bass
O
AND COMMENTd
The most i n t e r e s t i n g  f e a t u r e  of t h i s  song i s  Gaines '  
use of chromatic harmony. The p iece  i s  w r i t t e n  i n  homophonie 
s t y l e ,  but the  vo ice  l i n e s  a re  not s ta g n an t  because of i t .  
Besides  chromatic  harmony Gaines uses 7th and 9th chords ,  
as w e l l  as a l t e r e d  chords .  The piano part g ives  m ajes ty  
and power to the  p iece  through the  e ig h th  no te  rhythm pattern, 
This  would make a f i n e  f e s t i v a l  number f o r  a massed chorus.
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COMPOSER Harvey Gaul
TITLE Washington*s P ray er  For His Family
PUBLldHER AND NUMBER Jo F i s c h e r  & Bro. # 7897 
PRICE 254 VOICING dATB and doprano dolo
ACCOMPANIMENT Piano f o r  r e h e a r s a l  only 
KEY F Major ______ ____________________
TEXT (author, source ,  d e s c r i p t i o n ,  and sample)
The, t e x t  was taken  from Washington’s Sunday morning 
prayer. (Hear me c a l l i n g  upon Thee i n  my prayer, so g ive  
me grace to hear  Thee c a l l i n g  me. Bless  my fam ily ,  B less  





Gaul has a s p e c i a l  l i k e  fo r  th e  4-3 suspens ion  and 
a t  l e a s t  one w i l l  be found in  any of h i s  c h o ra l  works. He 
a l s o  uses o th e r  suspens ions  such as the  2-1 .  His harmony i s  
no t  very d is s o n a n t ,  but i s  r i c h  sounding.  The p a r t s  o f t e n  
d iv id e  i n  h i s  works, to  c r e a t e  a - s p e c i a l  e f f e c t  a t  t h a t  
p o in t  i n  the  song. His works a re  w r i t t e n  i n  free  rhythm w ith  
a changing meter. He has a f a s c i n a t i o n  fo r  the  t r i p l e t  and 
uses i t  q u i t e  o f te n  i n  h i s  songs.
I n  t h i s  song th e r e  i s  a long i n t r o d u c t i o n  i n  A minor 
which s e t s  the mood. Gaul uses the  c h o i r  i n  two ways i n  t h i s  
work. Mainly the  choir i s  used on s h o r t  fragments of 1-3 
no tes  and in  an im p lo r ing  manner, while  th e  so lo  has the  long 
melodic l i n e .  However, the  o p p o s i te  i s  the  case immediately  
a fte r  th e  i n t r o d u c t io n  and a t  the  end o f  the song. The form 
of t h i s  piece i s  i n t r o d u c t i o n ,  ABA, coda.
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COîÆPOdER Earl George
TITLE The Lamb from "dongs of Innocence*'
HJBIZdHER AND NUMBER dummy-Birchard Pub. Go. #2251 
2 5 i _______  VOICING dATB _______________PRICE
ACCOMPANIMENT Piano ( o p t io n a l )  
KEY G Major
TEXT ( a u t h o r 8 source ,  d e s c r i p t i o n ,  and sample)
The te x t  was taken from a poem by William Blake, This 
piece would be most appropriate i f  done in  the Advent deason, 
( l i t t l e  lamb, who made thee?  Dost thou know who made thee?  
Gave thee  l i f e  and bid thee feed  by the  stream and o 'e r  the  
mead! Gave th ee  such a tender vo ice  making a l l  the  va les  
r e jo ic e d  L i t t l e  lamb who made thee? l i t t l e  lamb, I ' l l  t e l l  




This s e l e c t i o n  i s  not as d is so n an t  as the  o th e r s  which 
a r e  inc luded  in  t h e  "dongs of  Innocence" .  George seems to  be 
involved  in  t h i s  song and uses a v a r i e t y  of dev ices  to  b e s t  
p o r t r a y  the  words. He uses a changing meter ,  ? th ,  9 th ,  and 11th 
chords, as w e l l  as  a l t e r e d  chords ,  and homophonie and polophonic 
w rit in g . George has an echo e f f e c t  s i m i l a r  to  t h a t  found in  
th e  "dong of Peace" by O.C. C h r i s t i a n s e n .  The in te r v a l  of  the  
minor ? th  i n  the  soprano c r e a t e s  a s tu n n in g  e f f e c t  oh th e  t e x t  
each time i t  i s  used. As a whole th e  p ie ce  i s  a lo v e ly  b i t  
of w r i t i n g ,  and could be im p re s s iv e ly  done by any ch o ir .
The " I n fa n t  Joy" ,  from the  "dongs of Innocence" ,  would 
a l s o  be a good s e l e c t i o n  for  high school s i n g e r s .
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OOMPOdER Joseph Goodman 
TITLE Laudate Dorninum
FUELI3HZR AND NUMBER A ssociated  Music Pub., Inc # A-298
PRICE 25* VOICING dATB w ith  doprano so lo
ACCOMPANIMENT Piano fo r  rehearsa l only, 
KEY B f l a t  minor
TEXT (a u th o r ,  source, d e sc r ip t io n , and sample)
The t e x t  was taken  from Psalm 116 in  th e  "L iber  Usual is 'L  
(We b le s s  Thee, Lord)
RANGE
doprano A lto Tenor Bass
O
ANALYSIS AND COMMENTd
Goodman w r i t e s  i n  a polophonic s t y l e  i n  most of h is  
works, mainly  in  f r e e  counterpoint w ith  l i t t l e  s t r i c t  i m i t a t i o n  
P a r a l le l  5ths and 4-ths a re  q u i t e  common in  h i s  songs. The 
counterpoint i s  very d is s o n a n t  most of the  t im e . In much 
of h is  work he t r i e s  to  keep one or two voices moving on 
q u a r t e r  notes while  the  o th e r  voices are moving on h a lf  or 
whole n o te s .
This p iece  i s  i n  an ABA form. The r e t u r n  to  A i s  more 
of a coda, w ith  ju st  a b r ie f  r e p e t i t i o n  of the  introductory  
A s e c t io n .  This song i s  q u i t e  lo v e ly  with  the  voice parts  
flowing n ic e ly .  I t  i s  very d is s o n an t  at t imes however, and 
might not appeal  a t  the  outset to  high school s tu d en ts .
-  31 -
COMPOoER Howard Hanson
TITLE How E x c e l l e n t  Thy Name
PUBLldHER AND NUMBER Carl  F ia c h e r ,  I n c .  # 6806 




t e x t  (a u t h o r j  aouroe, d e s c r i p t i o n ,  and sample)
The te x t  i s  from Psalms V II I ,  Verses 1, and 3-6 .
(0 Lord our Lord, how e x c e l l e n t  Thy name in  a l l  the earth .  
Who hast se t  Thy g lory above the heavens.)
RANGE






The to n a l  c e n te r  i s  c o n s t a n t l y  changing i n  t h i s  p iec e .  
On the  l a s t  fo u r  pages Hanson sw itches  from D minor to  D 
major and ends i n  the  Dorian mode. He uses peda l  po in t  
throughout  th e  song. The meter i s  c o n s t a n t l y  changing and 
the  rhythm v a r ies  g r e a t l y  with t r i p l e t s  and syncopation. The 
harmony i s  r a t h e r  d is so n an t  a t  t imes w i th  many a l t e r e d  chords 
and 9 th  chords .  There i s  a b e a u t i f u l  c o n t r a s t  between the  
f i r s t  and l a s t  p a r t s  of the song. The f i r s t  s e c t i o n  i s  
extremely dissonant and complex while  the  c l o s in g  i s  w r i t t e n  
in  a p r a y e r l i k e  s t y l e .  The l a s t  16 measures become dramatic  
w ith  the  bass s in g in g  a pedal  po in t  and the  o th e r  p a r t s  moving 
in  p a r a l l e l  motion. The t e x t u r e  i s  a combinat ion of homophony 
and polyphony.
A ll  of Hansojf®s music po sse sse s  g re a t  beauty, but i s  
q u i te  d i f f i c u l t  for most high school c h o i r s .
-  32
OOMPOJER Charles Haublel
TITLE Fathe r  Abraham
PUBLldHER AND NUMBER Composers P re ss  Inc 
PRICE VOICING dATB with  J ,  T, and B so lo s
ACCOMPANIMENT P la n o  
KEY D ] I  or
'end'narriator
TEXT (a u th o r , a o u r o e , d e s c r i p t i o n ,  and sam p le)
The v e r s e  i s  by E m ily  N io h o la  H atoh . (B o n d in ' en  
sw a y in ' we p io k  de c o t to n  b o l l ,  C h il lu n s  en mammies, de 
d a r k ie s  young en  o l e . )
RANGE
doprano Alto Tenor Basi
ANALYSIS AND COmENTd
This i s  a very programmatic song d e p i c t i n g  the  f e e l in g  
of the Southern Negro during  the  C iv i l  '.far. Towards the  
middle of th e  s e l e c t i o n  the  music becomes very dynamic as  a 
b a t t l e  scene i s  described . Immediately a f t e r  th is  the  n a r r a ­
t o r  speaks above the humming in  the choir and a resemblance 
of taps on the  piano. The song ends as i t  began w ith  a short 
ca tchy  tune which sounds l i k e  a negro work song. Harmonically 
and rhythm ically  i t  i s  w i th in  the range of most high school 
groups. The b a tt le  scene would be q u i te  d i f f i c u l t  f o r  the 
sopranos as i t  s t a y s  around a high A for s e v e r a l  measures. 
Haublel modulates s e v e r a l  times i n  the song, going t o  G i n  the  
b a tt le  scene,and A i n  th e  s e c t io n  fo l low ing  th e  b a tt le  scene.
Other music by Haublel tends to  be very d is s o n an t  w i th  
more complex stru cture  of chords.
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COMPOdER A llan  Hovhaneaa
TITLE Keep Not Thou d ilen c e
FUBUdHER AND NUMBER A ssoc ia ted  Music Pub . ,  I n c . # A-207
PRICE 20g( VOICING dATB
ACCOMPANIMENT Piano f o r  r e h e a r s a l  only
KEY Dorian mode
TEXT (a u th o r ,  source ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  from Psalm 83, ve rse  1. (Keep n o t  Thou 
s i l e n c e ,  0 God. Hold not Thy peace, and be not  s t i l l ,  0 
God.)
RANGE
doprano Alto Tenor Bass
' ------------------------- f—1 v v " y ----------i T i r
r
L ) i _ — - A — —— L— -- :--— —---— A 7 Ô
ANALYdld AND COMMENTd
pure .
The music of Hovhaness sounds r e f r e s h i n g l y  c l e a n  and 
He ge ts  t h i s  r e s u l t  by, w r i t i n g  much of  h i s  music in
A minor, C major, or th e  Dorian ,  or o th e r  modes, and by having 
a t  l e a s t  one voice p a r t  f lowing up or down on a s c a l e  passage ,  
on e ig h th  or  q u a r t e r  notes while  the r e s t  of the c h o i r  i s  
s in g in g  h a l f  no tes  or quarter notes . His music i s  almost 
always c o n t r a p u n ta l ,  w i th  s t r i c t  i m i t a t i o n  going two to  four  
measures.  The 7 th  chords in  h is  harmony a re  a r e s u l t  of p as s ­
ing  tones in  the s c a l e  p assag e s .  The m ajority of the  chords i n  
h is  songs are t r i a d s .
I n  t h i s  s e l e c t i o n  Hovhaness goes i n t o  i m i t a t i v e  p o ly ­
phonic w r i t i n g  a f te r  a few bars of b lock chord i n t r o d u c t i o n .
He leaves  t h i s  motive,  and goes to  a new one on the  l a s t  two 
pages.  The p ie c e  ends on a major chord.
Rhythm ical ly ,  Hovhaness 's  music i s  very f lowing ,  with 
few t r i p l e t s  or dotted rhythms. The co u n te rp o in t  o f te n  over­
laps one p a r t  w i th  an o th e r ,  such as the  t e n o r  s in g in g  above 
the a l t o .
-  34 -
COMPOSER Mary Howe___________
TITLE W illiam sburg  Sunday
PUBLldHER AOT) TITLE Carl  F i s c h e r ,  I n c .  # CM 6788 
PRICE 25^ VOICING dATB__________________
ACCOMPANIMENT Piano fo r  r e h e a r s a l  only 
G Major__________KEY
TEXT (au th o r ,  io u ro e ,  d e s c r i p t i o n ,  and sample)
The t e x t  was taken from a poem by K athe r ine  G ar r i so n  
Chapin. (Come down the  Duke of G louces te r  d t r e e t  t h i s  A p r i l  
morning e a r l y .  The l i l a c  buds are t i g h t  and sweet. The maple 
buds are c u r ly .  The good people a l l  are r a l ly in g ,  so r i s e
my dea r ,  and gre e t  th e  morn. This i s  no t ime f o r  d a l ly in g .)
RANGE
doprano Alto Tenor Bass
ANALYdld AND COMMENTd
This i s  a lo v e ly  p ie c e  in  which Howe uses a v a r i e t y  of 
techn iques  to p o r t r a y  the t e x t ,  dome of th e s e  are; p a r a l l e l  
f i f t h s  in  the  womens’ vo ices  g iv in g  the e f f e c t  of r i n g in g  
church b e l l s ,  modula t ing  to  d u l l  E minor and to  b r ig h t  B 
major, the  use of 7th, 9th, borrowed, and a l t e r e d  chords ,  th e  
l a rg e  i n t e r v a l l e  jump on, ’’do r i s e  my d e a r " , and the  s u b t l e  
changes i î dynamics and tempo, as w e l l  as th e  d i f f e r e n t  rhythmic 
p a t t e r n s ,  Howe has dravm a p a i n t i n g  here using n o te s  i n s t e a d  
of a brush.  This i s  f r e q u e n t ly  c a l l e d  word p a i n t in g  by the  
co n te m p o ra r ie s .
I n  her o th e r  works Howe tends  to  be more d i s s o n a n t ,  but 
s t i l l  shows a g r e a t  f la r e  for making her songs very p i c t o r i a l .
-  35 -
COMPOdER Charles  E. Iv e s  
TITLE d ix ty -d ev e n th  Psalm
PUBLISHER AND NUMBER A ssoc ia ted  Music Pub . ,  I n c .  # A-274 
PRICE 20^ VOICING ddAATTBB
NoneACCOMPANIMENT _______________
KEY G minor and C major
TEXT (a u th o r ,  source ,  d e s c r i p t i o n ,  and sample)
(God be m e rc i fu l  unto us ,  and b le s s  us;  And cause 
hl8 face  to  shine upon us; That Thy way may be known upon 
earth . Thy saving health  among a l l  n a tio n s , iLet the people  
p raise  th ee , 0 God; 0 l e t  the nations be glad and sin g  for  
joy; For Thou sh a lt  judge the people r ig h te o u s ly ,  and govern 
the n a t io n s  upon the  e a r t h , )
RANGE
doprano Alto  Tenor Bass
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ANALYdld AND COMMENTd
Obviously the most n o ta b le  f e a t u r e  of t h i s  p iece  i s  i t s  
b i t o n a l i t y .  Iv e s  r a t h e r  b l i t h e l y  w r i t e s  th e  male p a r t s  i n  G 
minor, and the  female p a r t s  in  C major. I f  you were to  ana ly se  
the  chords ,  most of  them would have to  be c l a s s i f i e d  as  13th 
chords ,  I v e s  combines bo th  polyphonic and homophonie s t y l e s  
in  t h i s  work. I n  th e  middle s e c t i o n  th e r e  i s  a very s t r i c t  
cannon for  s e v e r a l  measures ,  between the  female and male vo ices .
In th e  Harvest Home C hora les ,  I v e s  uses th e  i n t e r v a l  of 
the  7 th ,  and the  semitone throughout th e se  p i e c e s .  The 2nd 
chora le  i s  th e  most d i f f i c u l t  rhythm ically , as th e re  i s  a 
c o n s tan t  o v e r la p in g  of t r i p l e t s  i n  o p p o s i te  p a r t s .  P a r a l l e l  
movement can be found i n  th e s e  works. I n  f a c t  i n  the  f i r s t  
ch o ra le  th e r e  a re  s e v e r a l  examples of r e a l  p a r a l l e l  harmony, 
i n  the  organ p a r t .  There a r e  s e v e r a l  examples of tone c l u s t e r s  
i n  th e se  works. A l l  of th e  songs a re  beyond t h e  high schoo l  
l e v e l .
36
COMPOdER Iv an  L angs tro t t i E d i t i t e d  by Lewis Roth
TITLE Angela Are d in g in g  (A L i t t l e  Christmas dong)
PUBLldHER AND NUMBER __
PRICE 25d ______  VOICING
Skidmore Music Co.,  I n c .  # 2034
SATB w ith  Soprano so lo
AC G OMPAILEIÆENT Piano f o r  r e h e a r s a l  only
KEY E f l a t  Major
TEXT (au th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The words a re  by Iv a n  Langstroth. (Angels a r e  s in g in g  
th e  s t a r ' s  i n  th e  E a s t ,  moving and bringing t h r e e  Kings to 
th e  f e a s t .  Knee]ing be fo re  Thee, th e y  b r in g  from a f a r ,  G ifts  
and p resen ts , goL^ in cen se , and myhrr. Angels are s in g in g ,
th e  heavens a re  b r i g h t ,  Christ i n  th e  manger was born on t h i s  
n i g h t . )  There a re  two o th e r  verses to  th e  song.
RANGE
Soprano Alto Tenor Bass
ANALYSIS AND COMMENTS
This  l o v e ly  song has a l i g h t ,  l i l t i n g  melody, and 
simple harmonic p r o g re s s io n s .  The rhythm almost g ives  the  
e f f e c t  of a rocking cradle; a d o t te d  e ig h th  no te  fol lowed by 
a s ix te e n th ,  and an e i g h th .  The harmony i s  a l s o  q u i te  sim ple, 
composed of  ? t h ,  and a ltered  chords .  Verse two can be done 
as a soprano so lo  or as  a se c t io n ,  with th e  c h o i r  accompanying 
on a hum. The rhythm, dynamics, and range of t h i s  song a re  
w i th in  the  c a p a b i l i t i e s  of any high school group. L an g s t ro th  
i s  not as demanding i n  t h i s  song a s  he i s  i n  some of h i s  o th e r  
com posi t ions ,  but i f  he were th e  whole e f f e c t  would be fo r  
n a u g h t .
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COMPOSER __
TITLE G lo r ia
W illiam  Latham
 P i euiQ f  or re h ea rsa l Q.nly.,..
PUBLldHER AND NUMBER dnmmv-Birohard Pub. Cn, # 1577 
PRICE 2^d  VOICING
ACCOMPANIMENT
KEY _______________________________________________________________________
TEXT (au tho r ,  so u rce ,  d e s c r i p t i o n ,  and sample)
(G lo r ia  i n  e x c e l s i s  Deo) from the  G lo r ia  of the Ordinary 
of the Mass.
-RANGE
doprano A lto Tenor Bass
ANALYdld AND COMMENTd
This song i s  in  ABA form with the A se c t io n  being
homophonie while  the B se c t io n  i s  polyphonic. The beauty  
of t h i s  p iece  l i e s  i n  the smooth modulations, syncopated rhythm, 
and very flowing voice p a r t s  i n  the B s e c t i o n  which c o n t r a s t  
w i th  the  block chords of the A s e c t i o n .  The harmony i s  
r e l a t i v e l y  simple with only ?th and a l t e r e d  chords. Latham 
modulates to  C sha rp  and immediately goes to the enharmonic 
key of D f l a t .  L a te r  he modulates t o  B f l a t  and G f l a t  
going to the  enharmonic key of F sharp, and f i n a l l y  f i n i s h e s  
i n  B major.  The rhythm, bes ides  being syncopated, i s  very 
f r e e ,  with an ever-changing meter. This would be a f in e  
opening number in  a concert.
-  3^ “
COMPOdER dven Lekberg
TITLE Lord, Thou Hast Been Our Dwelling P lace  
PUBLISHER AND NUMBER N ei l  A. K.jos Music Co. # 5174 
PRICE 254________  VOICING SATB (S3AATBB)
ACCOMPANIMENT 
KEY A Major
Piano fo r  r e h e a r s a l  only
TEXl’ ( au th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  from Psalm 90» (Lord, Thou has t  been our 
dw el l ing  p lace  i n  a l l  g e n e ra t io n s .  Before th e  mountains 
were brought f o r t h  or ever  Thou hads t  formed th e  e a r t h  and the  




Lekberg i s  a c o n s e rv a t iv e  i n  ch o ra l  w r i t i n g .  His 
harmony co n ta in s  many 7 th ,  9 th ,  and a l t e r e d  chords ,  but 
sha rp  d issonances  a re  seen in f r e q u e n t l y  in  h i s  works. Mod­
u l a t i o n s  occur o f t e n .  The time n ^ t e r  i s  almost always co n s tan t  
i n  L ek b e re 's  songs.  Also, the  m a jo r i ty  of h i s  works a re  w r i t ­
t e n  i n  a homophonie manner. Lekberg seems to  be more concerned
w ith  h i s  harmony than  the melodic l i n e , His harmony i s  o f te n  
f r e q u e n t l y ,  His songs 
movement i s  f r e q u e n t ,  
4 th .  R e p e t i t i o n  of 
songs
very r i c h  sounding,  as the  p a r t s  d iv id e  
show sharp dynamic c o n t r a s t s .  P a r a l l e l  
e s p e c i a l l y  the  i n t e r v a l s  of th e  3rd and 
chords i s  a l so  a f re q u e n t  device i n  h i s
I n  t h i s  s e l e c t i o n  the  keys which Lekberg modulates to  
a r e  B f l a t ,  C major,  and f i n a l l y  D m a jo r . The most i n t e r e s t i n g  
f e a t u r e s  of the  song a r e ,  the  r i c h  harmony, and r e p e t i t i o n  of 
chords ,  almost resem bling  a chant a t  t i m e s . The p a r t s  d iv id e  
only a few t im es i n  th e  song.
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COMPOdER Normand Lockwood 
ÏTTLE Dirge For Two Veterans
# 5-W2926PUBUdHER MD NUMBER M. Witmark & dons
PRICE 2 5 i_______ VOICING ddAATTBB w ith  doprano so lo
AOOOMPANIMENT Plano for rehearsa l only 
KEY A minor
TEXT (author, sou rce ,  d e s c r i p t i o n ,  and sample)
The tex t  i s  taken  from a poem by Walt Whitman, (The 
l a s t  sunbeam l i g h t l y  f a l l s  from the f i n i s h e d  dabbath ,  on the  
pavement here, and there beyond i t  i s  looking, Down a new-made 
double grave. Up from the East  a i lv ' r y  round moon. B e a u t i fu l  




The form of  th is  piece  i s  ABA'coda. In  th e  A s e c t i o n  
the t o n a l i t y  i s  A minor. I n  t h e  B s e c t i o n  i t  i s  F, C minor, 
and C m a jo r . I n  the  A' and coda i t  i s  a combination of t h e s e .  
The soprano so lo  i s  d i s c o rd a n t  w i th  the  chorus except f o r  her  
l a s t  no te ,  where th e  dramatic  e f f e c t  i s  astounding. There i s  
g r e a t  rhythmic freedom in  t h i s  p iec e , w ith  an ever  changing 
m e te r .  The more s u b t l e  rhythmic freedom can be found i n  look ­
ing a t  each measure, as  there  a re  not two a l i k e  in  the song. 
The harmony i s  ty p ic a l ,  being composed o f  ?th-13th chords. A 
chc rda l  peda l  p o in t  i s  used se v era l t im es , producing  a very 
s tr ik in g  e f f e c t ,  each time i t  i s  used. There i s  a con sid er­
able amount of p a r a l l e l  movement i n  the p iec e , even to  the 
ex ten t  of p a r a l l e l  harmony, deveral times i n  the  p ie ce  there  
can be found su cces s io n s  of major t r ia d s ,  producing an a t o n a l  
e f f e c t .  At one po in t  the sopranos and a l t o s  s in g  a s e c t io n  
t h a t  gives the e f f e c t  of the whole tone s c a l e .  This i s  a 
declamatory p iece  of m usic , and i s  q u i t e  d i f f i c u l t .
Another s e le c t io n ,  more a p p l i c a b l e  to  the  high school 
s i tu a t io n ,  i s  Psalm .34° This i s  a round, w i th  the  vo ices  
s in g in g  i n  p a r a l l e l  octaves .
4 0
COMPOSER Paul 0 . Manz
TITLE E'en So, Lord J e s u s ,  Quickly Come
PUBLISHER AND NUMBER Oonoordla Pub. House #98-1054 
PRICE VOICE SATB
ACCOMPANIMENT Plano ( o p t io n a l )  
key B f l a t  minor
TEXT (a u th o r ,  aouroe,  d e s c r i p t i o n ,  and sample)
The t e x t  was ta k en  from the B ib le ,  the  book of R eve la ­
t i o n s ,  ch a p te r  22. I t  was adapted  by Paul  Manz. This would 
be a f i t t i n g  anthem for  th e  Easter season, but could be used 
a t  o th e r  t imes d u r ing  the  year  a l s o .  (Peace be to  you and grace 
from Him who f re ed  us from our s i n s ,  Who loved us a l l  and shed 
His b lood,  t h a t  we might saved be. Hlng Holy, Holy to  our 
Lord, the Lord, Almighty God. Who was and I t ,  and I s  to  comes)
RANGE
Alto Tenor Bass
ANALYBTH AND COMMENTS opT,
This lo v e ly  p iece  i s  w r i t t e n  in  t e r n a r y  form. I t  i s  
w r i t t e n  i n  a polyphonic s t y l e  w i th  very s in g a b le  voice  l i n e s .  
Manz uses 7 th ,  9 th ,  and 11th chords ,  as  w e l l  as  a changing 
meter ,  d ecep t iv e  cadence, and m odu la t ions .  The p iece  ends 
in  D f l a t  major,  g iv in g  a very  r e a s s u r i n g  e f f e c t  to  the  t e x t ,  
"For C h r i s t  w i l l  be t h e i r  A l l " .  The ranges  of the  vo ices  might 
be too g r e a t  f o r  some high school groups, but o the rw ise  i t  i s  
not a d i f f i c u l t  p i e c e .  Manz has g r e a t  t a l e n t  f o r  w r i t i n g  f o r  
mixed v o ic e s .
“  4 1  “
COMPOdER
TITLE A P rav e r  in  dnrina
'PUBLldHER AND NUMBER J . F ischer & Bro. # 8551
PRICE M VOICING dATB (ddAATTBB) dooremo so lo
ACCOMPANIMENT Piano fo r  r e h e a r s a l  onlv
KEY C Major
TEXI' (au th o r ,  aouroe,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  taken  from 
words are q u i te  enchan t ing  » 
f l o w r ’ a today ;  And give us 
u n c e r t a in  h arvest, Keep us
of th e  year, 
nothing e lse  
in  the happy
Ah, g ive  ua 
by day, l ik e
a poem by Robert F r o s t ,  The 
(Oh g ive  ua pleasure in  the  
not to  th in k  so f a r  away as the 
here a l l  simply in  the springing  
p le a s u re  in  the orchard  w h i te ,  l i k e  
ghosts at n ig h t ,  and make ns happy
bees, the warm d i la t in g  round the p erfeot t r e e s ; )
RANGE
doprano Alto Tenor Baas
ANA1Y3I3 AND COMMENTd
This p iece  r e q u i r e s  a very mature g i r l  to  s in g  the  
soprano so lo  r a r t .  The d i f f i c u l t y  does not l i e  in  the range, 
dynamics, o r  rhythm, but rather in  p u t t i n g  th e  words a cro ss .
I t  must be sung as simply and d ir e c t ly  as p o s s ib le .  I n  the  
middle of the  p iece  the tenor and bass  have the  melody f o r  
a short tim e, s 'n g in g  i n  p a r a l l e l  th ir d s .  The d i v i s i o n  of th e  
c h o i r  in to  e ig h t  p a r t s  occurs only for a few measures on the 
l a s t  two pages of the p ie c e .  The meter  changes o f te n  to  f i t  
the  flowing t e x t ,  but i t  should not be a problem to  e ith e r  
s o l o i s t  or ch o ir .  The harmony i s  q u i t e  sim ple, w ith  7th chords 
being used sp arin g ly .
Another song w r i t t e n  in  a s i m i l a r  ve in  i s  e n t i t l e d  
"Morning P ra y e r" .
-  42 -
COMPOdER P eter Mennla_________
ÏÏTLE C ross ing  the Han R iver
PUBLldHER AND NUMBER C ar l  F i s c h e r .  I n o .  # CM 6416  
PRICE ______ 250f VOICING dATB
ACCOMPANIMENT _
B miner
Piano fo r  r e h e a r s a l  only
TEXT (a u th o r ,  so u rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  from the  poem "The Jade Mountain",  by 
Kiang Kang-Hu. The t r a n s l a t i o n  of the  poem i s  W i t te r  
Bynner. (Away from home, I  was long ing  fo r  news,' Now n ea r in g  
my v i l l a g e ,  meeting peop le ,  I  dare not  ask a s in g l e  q u e s t io n . )
RANGE
doprano Alto Tenor Bass
ANALYSTS AND COMMENTS
Mennin uses a great d e a l  of p a r a l l e l  movement i n  h i s  
com pos i t ions .  I n  t h i s  p a r t i c u l a r  p ie ce  he uses  p a r a l l e l  4 ths  
and o c ta v es .  This p ie c e  i s  very  d e s c r i p t i v e .  The 5 meter 
immediately gives the  e f f e c t  of a wounded s o l d i e r  trudging  
homeward. Hé w r i t e s  i n  a polyphonic manner w ith  d if fe r e n t  
motives in  th e  vo ice  p a r t s .  L a te r  he changes the motives 
around in  the v o ic in g . I n  the middle of th e  p ie c e  Mennin 
has the women s in g in g  i n  oc taves  and the men i n  unison i m i t a t i n g  
a t  the i n t e r v a l  of the f i f t h .  The p iece  becomes very dramatic  
a t  t h i s  p o in t ,
Mennin*8 harmony i s  q u i t e  dissonant as a r u l e .  His 
chords a re  11th or 13 th  chords, w ith  2 or 3 notes m iss in g .
He ar ranges  h i s  notes i n  Chords, i n  such a manner that he may 
have 3 i n t e r v a l s  of tne  4 th  p i l e d  on one a n o th e r ,  or i n t e r v a l s  
of the 4th, 5th,  and 4 th  i n  that order. His cadences are un­
usual, as i n  th e  "dong of the P a lace"  t h r e e  of the  vo ice  parts  
move in  s te p  motion t o  the f in a l  chord, but t h e r e  i s  no f e e l -  




D a n ie l  Moe
Lo, I  Am With You
PUBLISHER AND NUMBER Augsburg Pub. House #1270 
PRICE 22{zf_______ VOICING SATB_____________
ACCOMPANIMENT Piano f o r  r e h e a r s a l  only
KEY A f l a t  Major
TEXT (a u th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  ta k en  from Matthew 28, v e rse s  18-20, and 
the  anthem i s  to  be used f o r  T r i n i t y  Sunday. (And J e s u s  came 
and sa id  to  them, "A ll  a u t h o r i t y  i n  heaven and on e a r t h  has 
been g i v ’n me. Go t h e r e f o r e ,  and make d i s c i p l e s  of a l l  
n a t i o n s ,  b a p t i z i n g  them i n  the  name o f  the F a th e r ,  and of  th e  
Son, and of  the  Holy S p i r i t ,  t e a c h in g  them to  observe a l l  t h a t  
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ANALYSIS AND COMMENTS
Moe combines polyphony and homophony in  t h i s  composition, 
This i s  a dec lam atory  work, such as "Dirge f o r  two V e te ra n s ’*, 
by Lockwood. The p iece  i s  very  d i s j u n c t ,  w i th  a r e s t  fo l lo w in g  
every phrase  and emphatic remark. Towards the  c lo s e  of the  
song the  c h o i r  becomes an accompaniment to  the soprano l i n e .
I t  i s  as i f  Moe i s  t r y i n g  to  d e p ic t  C h r i s t  speaking ,  th rough  
the  sopranos ,  w i th  th e  ch o i r  echoing the  words of the M aster .  
Harmonically  i t  i s  q u i t e  d i s s o n an t  w i th  ? t h - 1 3 th  chords ,  as 
w e l l  a s  a l t e r e d  ch o rd s .  The m ajority of the chords i n  the  
p r o g re s s io n s ,  a re  e i t h e r  I ,  VI, or V II .  The I I  and V a re  used 
l e s s  f r e q u e n t ly ,  and th e  IV s p a r i n g l y .  The p iece  ends on a 
VI chord w i th  a sh a rp .
A l l  of Moe*8 songs a re  very  d isson ant, ha often  w r i t e s  
i n  f r e e  rhythm, w i th  a changing meter, and uses t r i p l e t s ,  
d o t te d  rhythm, and r e s t s  throughout h i s  works. Unison s i n g ­
ing  and p a r a l l e l  movement a re  found only sparing ly  i n  h i s  
com pos i t ions .
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COMPOSER Ron Nelson
TITLE S leep  L i t t l e  One
PUBLISHER AND NUMBER Booaey and Hawkes #5261 
PRICE 20* VOICING
ACCOMPANIMENT Plano fo r  r e h e a r s a l  on ly .  
KEY D Major______________________________
TEXT ( a u th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  was w r i t t e n  by the  composer. This i s  a 
Christmas l u l l a b y .  (Sleep l i t t l e  one dream so s o f t l y ,  S leep  
l i t t l e  one dream of good th in g s ,  Snow f l a k e s  a r e  g e n t ly  f a l l ­
ing and ange ls  c a l l i n g  so s o f t l y ,  Rest  now f o r  m o the r 's  nea r  
you watching s o f t l y . )
RANGE
Soprano Alto Tenor Bass
_ o
- e -
_ — ^ -
ANALYSIS AND COMMENTS
The beauty of t h i s  p iece  l i e s  i n  the  lu sh  harmony, 
and th e  l i l t i n g  rhythm, g iv in g  the  e f f e c t  of a rock ing  c r a d l e .  
N e ls o n 's  harmony i s  s i m i l a r  to  t h a t  of C re s to n ’s i n  "Here 
i s  th y  F o o t s to o l " .  Nelson a l s o  has the a b i l i t y  "uo combine the  
tones  in  a chord in  such a manner as  to  produce some very 
lo v e ly  sounds. The c h o i r  begins and ends t h i s  number by 
s in g in g  a passage on th e  s y l l a b l e  " l u " .
I n  N elson’s o th e r  works t h e r e  i s  p a r a l l e l  s in g in g  i n  
oc taves  and r e p e t i t i o n  of chords fo r  d ramatic  e f f e c t .  He 
shows a r e a l  f l a r e  fo r  w r i t i n g  s in g a b le  melodys. Another 
love ly  Chris tmas number i s  "He Came Here For Me",
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COMPOSER Vincent P e r e io h e tt i
TITLE Agnus Del from (Mass for Mixed Chorus
PUBLISHER AND NUMBER Elkan-Vogel Co., I n c .  #1173 




TEXT ( a u th o r ,  source ,  d e s c r i p t i o n ,  and sample)
(Agnus D ei, qui t o l l i e  peooata  mundi, miserere nobis . 
Agnus Dei, qui t o l l i s  peooata mundi, dona nobis  pacem, nobis  
pacem, )
RANGE
üoprano A lto Tenor B a s a
n  0 ........... A n  ^
........................................ 0 X \l
K) r ....................
L z -------------------------------- j L î ü ...............................
- o -
ANALY3IB AND COMMENTS
P e r s ic h e t t i  w r i t e s  i n  dissonant polyphony much of the
time. He may use three tones such as ,  C, D, and E f l a t ,  but
not i n  that order, to  make up a chord. Sometimes he prolongs  
the agony of a very d issonant passage, by w r it in g  a r e s t  a f te r  
the l a s t  chord. He may p a r t ia l ly  re so lv e  the chord preced ing  
the r e s t ,  but more o f te n  he w i l l  s ta r t  the next phrase  w ith a 
com pletely unrelated , and dissonant chord. I t  i s  often  very 
d i f f i c u l t  to  say that a p a rticu la r  s e le c t io n  of h i s  i s  d e f in ­
i t e l y  i n  a c e r ta in  key, as the to n a l c e n te r  i s  c o n s ta n t ly  
changing.
This p ie ce  could be c l a s s i f i e d  as c e r e b r a l  music, and
sounds relaxed only at the f in a l  chord, where there i s  a root
and f i f t h  sounding. The harmony could be analysed  by say ing  
that i t  i s  composed of ?th , 9t h ,  1 1 t h ,  and 13 t h ,  chords, and 
when i t  i s  composed of 11th and 13 t h  chords the le a s t  d issonant  
n o te s  a re  l e f t  out of th e  chord. I n  t h i s  p iece  the key center  
i s  mainly D major.
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COMPOSER G ard n er  Read
TITLE The Lamb
PUBLISHER AND NUMBER J. Fiaoher & Bro.
PRICE 2 0 ______  VOICING GATE (doAATTBB)
ACCOMPANIMENT Plano 
KEY F sha rp  minor
TEXT ( a u th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  by William Blake. (The words a r e  the  same 






Read t r e a t s  t h i s  t e x t  q u i t e  d i f f e r e n t l y  from George.
The two most i n t e r e s t i n g  f e a t u r e s  of  t h i s  s e l e c t i o n  are;
Read’s use of a r e p e a t in g  rhythmic motive,  which i s  5 e ig h th  
no tes  followed by a< d o t te d  q u a r t e r  and an e ig h th  rest, and the  
b e a u t i f u l l y  w eav ing-coun te rpo in t  of the  middle s e c t i o n .  Read 
uses one or more vo ices  on s l u r r e d  h a l f  and dotted h a l f  no tes  
a long w ith  th e  rhythmic motive,  thus  c r e a t i n g  a dramatic  e f f e c t .  
The harmony l a  i n t e r e s t i n g  but i s  secondary to the  c o u n te r p o in t .  
There i s  a sh o r t  soprano solo  in  t h e  middle s e c t i o n ,  above th e  
c o u n te r p o in t .  This  i s  q u i t e  a l o v e ly  piece, w e l l  w i th in  the  '' 
range of any high school group. *
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COMPOSER W allingford Rlegger
EETLE Who Can Revoke
HJBIIdliER AND NUMBER Edward B. Marks Music Corp. #24 




TEXT (au th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The words a re  by C a ther ine  R. H arris. (Who can revoke 
the  a x e ’s s t r o k e ,  That s p l i t  the  h e a r t  of l i v i n g  oak? % o  
can unloose a f a t a l  noose, Or cance l  out a p a s t  abuse? Who 
can borrow a b r ig h t  tomorrow, For th o se  whose l i v e s  were 
spen t  in  sorrow? Who can save the  young and brave,  Who went 
30 e a r l y  to t h e  grave? Nothing to do but p la n t  anew, A 
t r e e  where once that other grew.)
RANGE
Eoprano Alto Tenor Bass
ANALYSIS AND COMMENTS
The most in te r e s t in g  feature of t h i s  song i s  R iegger’s 
use of a whole tone sc a le  in  the voice p a r t s  at the beginning
of the s e l e c t i o n .  Other fea tu res a r e ;  the f r e e  rhythm 
throughout the piece  w i th  a con stan tly  changing m eter ,  unison 
and p a r a l l e l  sin g in g , the accompaniment, having tone c l u s t e r s  
and a very strong syncopated, driv in g  rhythm, and the im p l i -  
c a t io n  of D, D minor, G, and f i n a l l y  E major. This i s  a very 
dramatic  work, that i s  w ell  w r itten  fo r  th is  t e x t .  I t  would 
be a d i f f i c u l t  piece  f o r  ad o le sc en t  v o ic e s .  Rhythm ical ly  i t  
i s  very d i f f i c u l t ,  and i n  range and dynamics i t  i s  f a r  above 
the a d o le s c e n t  l e v e l .
A s e le c t io n  which would be far l e s s  d i f f i c u l t  fo r  a 
high school group i s  e n t i t l e d ,  "A dhakespeare  donnet". This  
song has th e  v o ic in g  ddAB, with B ar i to n e  s o lo .
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COMPOSER Ned Rorem
TITLE Flowers f o r  the  Grâces, from (Four Madrigals)  
PUBLISHER AND NUMBER Musio P ress, Ino . # 1 1 8  
PRICE 30gf______  VOICING__ __
ACCOMPANIMENT _  
KEY C Major
Piano fo r  r e h e a r s a l  only
TFXr (a u th o r ,  so u rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  by Jappho» The English v e r s io n  i s  by C.
Mo Bowra. (Weave garlands, maiden, from the  s t r a n d s  of d i l l ,  
and w ith  s o f t  gen tle  hands, se t  the d e l i c i o u s  lea fa g e  round 
your head. Goddess and the happy Graces, love to  look on 
f low ’r-crowned fa c e s ,  but tu rn  a s id e  from the  ungarlanded.)
RANGE
Soprano Alto Tenor Bass
ANALYSIS AND COMMENTS
The beauty of  t h i s  p iece l i e s  i n  th e  very f lowing and 
s in g a b le  vo ice  p a rts .  The harmony has a combination of ? th ,  
9 th ,  11th ,  a lte r e d ,  and borrowed chords. The rhythm i s  
c o n s ta n t  th roughout  w i th  each vo ice  l i n e  composed mainly  
of e ig h th  n o tes .
The 3rd s e le c t io n  from the  Four M adriga ls ,  ’’Love” , i s  
a l s o  a f i n e  song fo r  h igh school s in g e r s .  Rorem w r i t e s  in  
more of a polyphonic s ty le  i n  t h i s  p ie c e .  The rhythm i s  
a lso  l e s s  s ta b le  i n  t h is  song, as t h e re  i s  a changing m e te r .
The to n a l  center i s  E minor, but Rorem has many a l t e r e d  chords 
i n  t h i s  p iece  implying s e v e r a l  o th e r  keys.
Rorem uses p a r a l le l  movement, but sp arin g ly . He uses 
p a r a l l e l  movement in  a l l  in te r v a ls  except the  2nd and y th .
In  a l l  of h i s  works Rorem shows a r e a l  knowledge f o r  composing 
f o r  th e  human vo ice ,  as  the  voice l in e s ,a r e  extrem ely  sin gab le  
and th e  p a r t s  a re  i n  a com fortab le  range fo r  most s in g e r s .
Another f in e  c o l l e c t i o n  of Madrigals  i s  e n t i t l e d  ’’From 
an Unknown P a st” , pub l ished  by Southern Music.
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COMPOSER Leland Sateren
UTLE Gome, Thou Long-Expected Jesus
PÜBLI3HER AND NUMBER Augsburg Pub. House 
PRICE 20Ç'
#1252
VOICING SATB w ith  Boprano so lo
ACCOMPANIMENT Plano fo r  r e h e a r s a l  only 
KEY E minor
TEXT (au th o r ,  so u rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  by Charles  Wesley. There are two v e r se s  
to  the  song, the fo l lo w in g  being  the  f i r s t  v e r s e .  (Come 
thou long expected Jesus, Born to  set thy  people f r e e ;  From 
our f e a r s  and s in s  r e l e a s e  us,  Let us f i n d  our r e s t  in  t h e e .  
Israel's s t r e n g t h  and c o n s o la t i o n ,  Hope of a l l  the  e a r t h  thou 
art; Dear d e s i r e  of ev'ry nation, Joy of ev'ry long ing  heart,
RANGE
Soprano Alto Tenor Bass
O
ANALYSIS AND COMMENTS
The melody resembles  a Gregorian ch an t ,  and i s  to  be 
sung i n  the manner of a chant. The piece  begins and ends w ith  
an unaccompanied s o lo .  The harmony is q u i t e  s imple w i th  only 
a s p a t t e r i n g  of 7 th  and 9th chords. This  p iece  i s  not as 
d is so n an t  as some of Sateren's music.  I t  i s  a very lo v e ly  
song within the c a p a b i l i t i e s  of any high school  group. Each 
voice l i n e  i s  very  s in g a b le ,  th e  song being w r i t t e n  in  p o ly ­
phony .
Bateren's harmony tends to become s ta g n a n t  i n  some of 
h i s  works, as there is a g r e a t  d e a l  of d u p l i c a t i o n  i n  h a r ­
monic p r o g re s s io n s .  His songs do possess  b e a u t i f u l  melodic 
l i n e s .
5 0
COMPOSER W illiam  üohumaa
TITLE The Lord Haa A C h ild




Piano or  Organ
TEXT (author, source ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  by Langston Hughes, The words a re  such 
t h a t  th e  song can be used any t ime dur ing  the  year. (The 
Lord has a c h i l d .  That c h i ld  I  know i s  me. Even when I ’m 
not a l l  I  ought to be His lo v in g  care guides me on my way, 
ev ’r y  p lace , e v ’ry-where, e v ’ry day. Sometimes I ’m l o s t ,  
Sometimes I ’m lone; Sometimes t h e r e ’s no one to  c a l l  my 
own,) There i s  one other verse  and a s h o r t  coda.
RANGE
aoprano Alto Tenor Bass
ANALYSIS AND COMMENTS
The most s t r i k i n g  f e a t u r e  of t h i s  song i s  the  c o n s tan t  
modula t ion  w i th in  th e  p i e c e .  For t h i s  reason, i t  would be 
q u i t e  d i f f i c u l t  fo r  h ig h  school s in g e r s , as they  may have to  
go from the  no tes  B f l a t ,  to  0 sharp, to F n atura l, to  G, and 
th en  to  F sharp, a l l  w i th in  the  same measure. The harmony, 
a l though  d is s o n an t  a t  t im es, does not have an abundance of 
7 th  or 9th chords. The p iece  i s  w r i t t e n  i n  b lock s t y le  with 
no apparent d i f f i c u l t i e s  o th e r  than  the  in te r v a ls .
Another p ie ce  by Bohuman showing an e n t i r e l y  d i f f e r e n t  
s t y l e  i s ,  "Prelude fo r  V oices". He uses an abundance of open 
chords, and p a r a l le l  3rd, 4th , 5th ,  6th , and oc tave  movement. 
Another s tr ik in g  f e a t u r e  of t h i s  song i s  the  chant accompanying 
the  soprano s o lo ,
Bohuman i s  an ex tremely  v e r s a t i l e  composer, who shows 
a g r e a t  dea l  of o r ig in a l i t y  in  h is  com pos i t ions .
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COMPOSER E l l e  S i e g m e i s t e r
TITLE Lazy Afternoon,  from (Ozark Se t)





TEXT (a u th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The words a re  by Leo P a r i s .  This would be very a p p e a l ­
ing  to  h igh  schoo l  s tu d e n t s .  ( I t ' s  a lazy  a f t e rn o o n .  F e e l  l i k e  
s ing ing  a la zy  tu n e ,  With th e  g ra s s  f o r  my bed, And a plum 
t r e e  shady overhead.  But t h e  b a r l e y ' s  not yet in ;  I  hear  
t e l l  i t  s h o u ld 'v e  been. And I ' v e  no c a l l  to  l i e  here  dream­
ing  on a l a z y  a f t e rn o o n . )
RANGE
Soprano Alto Tenor Bass
\]...... -------------- — n  'A CJ l\ V A m ,
.....................  . . . IAm ) /
V _ / I b'WJ 0 4+-0 - J J  0
ANALYSTS AND COMMENTS
This p iece  would be,  from the  s t a r t ,  a p l e a s in g  number 
fo r  a h igh  school  group. The melody i s  very ca tch y ,  having 
a minor seventh  i n t e r v a l  i n  i t ,  and i s  shared eq u a l ly  between 
the  male and female s e c t i o n s .  Much of the  time i t  i s  sung in  
un ison .  The dynamic range i s  between p ian iss im o  and f o r t e .  
S ieg m e is te r  uses a few ? th  and 9 th  chords,  but the  harmony i s  
q u i t e  s im ple ,  keeping i n  l i n e  w i th  th e  t e x t .  Even though t h i s  
i s  a composed song i t  g ives  th e  i l l u s i o n  of be ing  a f o l k  song.
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COMPOSER Leo dowerby
TITLE Now There L igh tens  Upon Us
PUBLISHER AND NUMBER H. W. Gray Co. # 1307 
PRICE 35# VOICING SATE (dSAATTBB)
ACCOMPANIMENT Organ 
KEY G Major _______
TEXT (au th o r ,  sou rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  by the  composer, and i s  such t h a t  the  p iece  
should be used in  th e  Epiphany season. (Now th e r e  l ig h te n s  
upon us a holy daybreak .  A l l e l u i a ,  Come a l l  good peop le ,  
and p r a i s e  th e  Lord w i th  g lad ness . For the  star  which we 
have looked fo r  sh in es  f o r t h  a s ign  to  a l l  men. A l le lu i a . )
RANGE
doprano Alto Tenor Bass
ANALYdId AND COMMENTd
This song i s  w r itten  i n  t e r n a r y  form. I t  i s  a very  
d i f f i c u l t  p iec e ,  i n  which dowerby has used many f a c e t s  of 
composit ion in c lu d in g ,  modula t ing ,  unison  w rit in g , canonic 
w r i t in g ,p o ly p h o n ic  and homophonie w r i t i n g ,  f u l l  dimension of 
dynamics, changing tempo, ? t h ,  9th, and 11th chords, borrowed 
chords,  a l t e r e d  chords, and d ec ep t iv e  cadences. Each of the  
p a r t s  d iv id es  on occas ion  in  th e  song. The ending i s  very 
s t ir r in g  as he goes t o  E major .  I t  would take  a mature group to  
s in g  t h i s  number, as the d i f f i c u l t i e s  are  numerous.
dowerby®3 works u su a l ly  co n ta in  a g rea t  dea l  of dynamic 
co n tra st , and thus o fte n  becomes overly  dram a t ic .
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COMPOSER Halaey Stevens
IITU: Like as the  Culver on th e  Bared Bough
PUBLISHER AND NUMBER A sso c ia ted  Music Pub., Inc. §  A-218 
20PRICE VOICING SSATB
ACCOMPANIMENT Piano fo r  r e h e a r s a l  only 
TTRV D minor
TEXT (au th o r ,  so u rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  by Edmund Spenser, 1552-1599» (Like as  
a cu lv e r  on th e  barèd bough sits mourning, mourning f o r  th e  
absence of her  mate. And in  her  moan sends many a w is h fu l  
vow f o r  h is  return, t h a t  seems to  linger late; So I  alone, 
now left d i s c o n s o l a t e ,  mourn to  myself the absence of my love.)
RANGE
Soprano Alto Tenor Bass
C J
ANAIYSOS AND COMMENTS
Stevens uses d issonance ,  but i n  a very  e f f e c t i v e  manner. 
On the  passage, "So I  a lone  now l e f t  d i s c o n s o la t e ,  mourn to  
m yse lf", the  d issonance  i s  perfectly i n  tune with the  words. 
Another p i c t o r i a l  b i t  of writing can be found on the  passage, 
"And wand'ring h ere  and there", where he writes an a l t e r n a t i n g  
F“E on eighth n o te s  i n  the bass, and l a t e r  an a l t e r n a t i n g  C-B 
and E-D in  the  ten o r  and alto. The modulating i n  t h i s  p ie ce  
i s  very  dramatic, as when he goes to  C minor on the  passage  
" a l l  d e s o l a t e " .  Stevens uses p a r a l l e l  )rds and oc taves  i n  
t h i s  song. The harmony does have ? t h - 1 3 th  chords, but th e s e  
chords a re  only used for e f f e c t .  This  p ie ce  has a p e r f e c t  
m arr iage  between t e x t  and notes.
In  h i s  o th e r  works Stevens is still a very  p i c t o r i a l  
w r i t e r  who manipulates t h e  d i f f e r e n t  s t y l e s  of w r i t i n g  to 
f i t  a p a r t i c u l a r  t e x t .
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COMPOSER Randall Thompson
UTLE Ye s h a l l  have a song, from (The Peaceable  Klngdon)
PUBUJHER AND NUMBER E. C. dchirmer Music Co, 
PRICE 50^ VOICING BdAATTBB
#1753
ACCOMPANIMENT Piano for rehearsa l on ly 
KEY 0 Major__________________________
(author, source ,  d esc r ip t io n , and sample)
The t e x t  was taken  from I sa ia h , Chapter 30, v e r s e  2 9 » 
(Ye s h a l l  have a song as i n  th e  n ig h t  when a holy  so lem nity  i s  
kept, ye s h a l l  have a song and gladness of h ea rt , as when one 
goeth with a pipe, to come in to  the mountain of  the  Lord»)
RANGE
doprano A lto Tenor Baas
ANALYSIS AND COMMENTS
The beauty of th is  piece  l i e s  i n  the  a lte r n a t in g  
s e c t io n s  for the male and female ensembles, and the  s im ple  
chord p rogress ion s . The I - I V  and I -V  a re  used o f te n  i n  the 
chord p rogress ion s . Thompson modulates s e v e r a l  times i n  t h i s  
song to the fo l lo w in g  keys, G minor, and G major. I t  i s  almost 
e n t ir e ly  homophonically conceived, except f o r  the  f i n a l  se c t io n ,  
where he uses a descending sc a le  p a t t e r n  i n  polyphonic s t y l e .  
Thompson's harmony, i n  th is  p iece , does not go much beyond 
the  y th .
In another s e le c t io n ,  "The Last  Words of David", Thompson 
uses more d i s s o n a n t  chords, but the t e x t u r e  i s  th e  same, being  
a combination of homophonie and po lyphonic .  An unusual and 
b e a u t i f u l  use o f  suspens ions  occurs  i n  the  f i n a l  two pages 
of the work.
Thompson shows a r e a l  a b i l i t y  f o r  w rit in g  fo r  v o ic e s ,  
and uses d is sonances  sparingly  i n  a l l  of h is  works. His har­
monic ch o rd a l  stru cture  and progressions a re  s i m i l a r  in  
sev era l songs.
55
COMPOSER V ir g il  Thomson
TITLE Joseph and th e  A n g el from (Scenes from t h e  Holy In fan cy )
PUBLISHER AHD NUMBER Meroury Musio Corp. #129




TEXT (au th o r ,  so u rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  taken  from the book of S a in t  Matthew.
(Now the  b i r t h  of C h r i s t  was in  t h i s  w ise ;  When as h i s  mother 
Mary was espoused to Joseph ,  b e fo re  they  came to g e th e r ;  she 
was found w i th  c h i ld  of the  Holy Ghost. Then Joseph her  
husband, b e in g  a j u s t  man, and not w i l l i n g  to  make her  a 
p ub l ick  example, was minded to  put h e r  away p r i v i l y . )
RANGE
Soprano A lto Tenor Bass
ANALYSIS AND COMMENT
The most i n t e r e s t i n g  c h a r a c t e r i s t i c s  of t h i s  p iece  are,  
the  q u as i  n a r r a t e d  b a r i to n e  s o lo s ,  and the  r e p e t i t i o n  of 
chords i n  t h e  c h o i r  to the  p o in t  of sounding l i k e  a ch an t .
There a re  some very d i f f i c u l t  t r i p l e t s  i n  the  rhythm. 7 t h  
and 9 t h  chords a re  used i n  the  harmony, but  th e  m ajority  of 
the  chords go up to the  5th on ly .  The p ie c e  i s  homophonically 
w r i t t e n  and i s  q u i te  d i s j u n c t .  Res ts  a re  used f r e q u e n t ly  and 
produce some dramatic  e f f e c t s  i n  th e  song. The te n o r  p a r t  i s  
ex tremely  d i f f i c u l t ,  r an g in g  around a h igh  F much of  the  t im e .
The second song from the  ’’Scenes” a l s o  f e a t u r e s  two 
s o l o i s t s ,  a te n o r  and b a r i t o n e .  The most in te r e s t in g  f e a t u r e  
of t h i s  song i s  th e  m odu la t ions .  The l a s t  work from th e  ’’Scenes” 
i s  q u i t e  d i f f i c u l t  rh y th m ic a l ly .  I t  f e a t u r e s  two bass  s o l o i s t s .
Thomson w r i t e s  i n  bo th  th e  sac red  and s e c u la r  id iom s.
He uses rhythm p a t t e r n s  e f f e c t i v e l y  in  h i s  works.  There i s  a 
good balance  between melody and harmony i n  h i s  songs.
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PRICE 22gf VOICING BATB
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ACCOMPANIMENT None
KEY B F la t  Major
TEXT (author, sou rce ,  d e s c r i p t i o n ,  and sample)
The t e x t  i s  from the Oxford Book of C a ro l s ,  (New 
the sp r in g  has come ag a in ,  joy and warmth w i l l  fo l low ;  Cold 
and wet a r e  q u i t e  fo rg o t ,  northward f l i e s  the  swallow; Over 
sea  and land and a ir ,  s p r i n g ' s  s o f t  touch i s  everywhere,
All th e  world looks c l e a n e r ;  And our s p i r i t s  f e e l  so young. 
Youthful  z e s t s  a r e  keener.)  This  i s  th e  f i r s t  of three verse s
RANGE
doprano Alto Tenor Bass
b O
ANAIYBld AND COMMENTS
All of Wetzler's works possess delightful melodies,
and in  f a c t  the beauty of h i s  songs l i e s  i n  the melody. The 
harmony and rhythm a re  in te r e s t in g ,  but a r e  subordinate to 
th e  melody. V/etzler does not modulate i n  h is  songs, but does 
use a l t e r e d  chords and borrowed chords t o  f la v o r  th e  harmony. 
He a lso  uses 7 th ,  9th, and 11th chords i n  h is  harmony. Nearly 
a l l  of V /etz ler’ s songs a re  w r i t t e n  homophonically, and i n  
strophic form. Pedal point and unison s in g in g  are two o th e r  
fea tu res  which a r e  found in  profusion  i n  h i s  songs.
The tune i n  "A d p r in g  C a ro l” i s  very  s in g a b le ,  and f i t s  
the t e x t  p e r fe c t ly .  I t  i s  equa l ly  shared between the boys and 
g i r l s .  The rhythm adds a lo t  to  the z e s t  of t h i s  p ie c e .  This 
song would be very appealing to high school s tu d en ts .
CHAPTER I I I
JJMMARY AND CONOLUdlONH
The t w e n t i e t h  cen tu ry  i s  s e e in g  a renewed i n t e r e s t  
in  c h o ra l  music» Composers a re  being i n s p i r e d  by such poe ts  
as Walt Whitman, C a r l  Handburg, Emily Dickinson, Robert  
F rost , and William B l a k e . Also th e  g radua l  and s tead y  
improvement of c o l l e g e  and h igh  school  ch o i r s  as w e l l  as 
church c h o i r s  has made contemporary composers aware of th e  
l a rg e  number of performing groups needing t h i s  type  of music» 
duch p r o f e s s io n a l  groups as the  Roger Wagner Chorale  
and the  Robert dhaw Chorale have done much to  promote 
contemporary ch o ra l  music» I n  1948 Robert dhaw, d i r e c t i n g  
the C o lle g ia te  Chorale, gave a su c c ess fu l  performance of
the dixty-deventh  Psalm and the Harvest Home Chorales o f
11
Charles I v e s ,  i n  Carnegie H a ll .  l u s t  r e c e n t l y  th e  Harvest 
Home Chorales have been recorded  f o r  RCA V ictor by the  
Robert dhaw Chorale.
There a r e  a l s o  a l a rg e  number of c o l le g e  choirs  
which make annual t r ip s  t o u r in g  th e  United  d ta te s ,  g iv in g  
concerts la r g e ly  composed of contemporary music. A few 
of these  groups a r e  the d t . Olaf Choir, Concordia Choir, 
and the W estm in is te r  Choir ,
^^Arthuf Jacobs, Choral Music (Baltimore: Penguin
Books, 1963) p. 370.
1 1
Henry Cowell and didney Cowell, Charles I v e s  and
His Music (New York: Oxford U n iv e r s i t y  P ress, 1955J p p »  I I 5- I I 6 ,
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oo i t  l3  that the in te r e s t  in  ohoral mna]c ia  
not being overlooked by the contemporary composer, but
more and more contemporary songs a re  f i n d in g  t h e i r  way to  
th e  publishers every day.
I .  GROUPING OF CONTEMPORARY CHORAL OOMPOdERd 
ACCORDING TO dTYLIdTIO TRAITd
I n  th e  book I n t r o d u c t i o n  to  Contemporary Musio 
by Joseph M achlls ,  the au tho r  d iv id e s  American composers 
i n t o  f i v e  groups:  im p r e s s i o n i s t s ,  n a t i o n a l i s t s ,  c l a s s i c i s t s ,  
r o m a n t i c i s t s ,  and new e x p r e s s i o n i s t s .
Im press ion ism  i s  c h a r a c te r i z e d  by r e s e rv e  and r e s t r a i n t  
There i s  a vague i n d e f i n i t e n e s s  in  the  rhythmic motion and 
dynamic c o n t r a s t s  a re  smooth and s u b t l e ,  dome of the  works 
of  V i r g i l  Thomson and Paul  Cres ton  r e v e a l  im p r e s s io n i s t i c  
t r a i t s .
Nationalism  in  musio i s  shown by the use of indigenous  
m a ter ia ls .  Charles Iv e s  was one of the most n a t io n a l i s t i c  
composers o f  our time in  that h is  com positions r e f l e c t  the  
music he heard in  h is  childhood; hymn tunes, sentim ental
parlor b a lla d s , madleys at county f a i r s ,  p a tr io t ic  songs,
13and f id d le r s  a t  Sa turday  night dances. Randal l  Thompson 
i s  American in  that h is  melodies a re  rooted in  the in f l e c t io n s  
and rhythms of American popu la r  songs. Aaron Copland i s  
American i n  h is  use of the  elements of jazz and f o l k l o r e .
Ernst Bacon shows a keen s e n s i t i v i t y  to the in f l e c t io n s  of  
American speech in  h is  songs. E l ie  J iegm eister  shows a 
deep préoccupation with American fo lk lo r e  in  many of h is  
works.
12 M achlis, 02/ c i t . ,  pp. AA7-607. 
l ^ b i d . , P. 460.
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I n  c l a s s i c i s m  the  emphasis i s  p laced  on so lv in g  
the  problem of form, Will iam Sohuman's music r e v e a l s  a 
sy n th e s i s  of fo rm al  and e x p re s s iv e  e lem ents .  There i s  a l s o  
a somber i n t e n s i t y  beneath  the  b r ig h t  s u r fa c e  of h is  musio, 
P e te r  Mennin 's  musio possesses  a r e l e n t l e s s  forward d r i v e .
He i s  a m aster  a t  c o u n te rp o in t  and th e  form of h i s  music 
un fo lds  i n  broad o u t l i n e s  w i th o u t  fu ssy  emphasis on d e t a i l ,  
V i r g i l  Thomson i s  one of the most a r t i c u l a t e  
proponents  of the  new rom antic ism . I n  fa c t ,  Thomson says:
The new rom antic ism  s t r i v e s  n e i t h e r  to  unify mass 
audiences  nor to  impress the  s p e c i a l i s t s  of  i n t e l l e c t u a l  
o b j e c t i v i t y .  I t s  gu id ing  motive i s  the wish to  express  
s in c e r e  p e r s o n a l  sen t im en ts  w i th  a maximum of d i r e c t n e s s  
and of s p o n ta n e i t y .  I t  tends consequen t ly  to  avoid 
impersonal o r a t o r y ;  and i t  i s  wary about the  conven t ion -  
a l i s t i c  t e n d e n c ie s  bound up w i th  co n s is te n t  and ob liga tory
d issonance .
I n  h is  music Thomson t r i e s  to  r e c a p tu r e  the  l y r i c  t r a d i t i o n  
in  tw e n t i e th  ce n tu ry  te rm s ,  Howard Hanson's  music i s  t r a ­
d i t i o n a l  and e c l e c t i c ,  damuel Barber i s  i n c l i n e d  towards 
l y r i c i s m  in  h is  music,  Norman D ello  Joio combines a romantic 
need to  p r o j e c t  emotion with  a c l a s s i c a l  sense  of d e s ig n .
A llan  Hovhaness 's  music i s  con tem pla t ive  and o ften  t a k e s  on 
the  c h a r a c t e r  of mystic  i n c a n t a t i o n .
E xpress ion ism  in  music ex p resses  the  working of th e  
inne r  consc iousness  of the  composer, Roger Sess ions  i s  an 
e x p r e s s io n i s t  i n  t h a t  he has g r a v i t a t e d  toward an a to n a l  
chromaticism and a p reo cc u p a t io n  w ith  th e  e x p re s s iv e  
c a p a c i ty  of h i s  a r t .
H i  b i d . , p .  5 2 8 . 
l ^ ib ld . .  p. 539.
II. dPEClFIO ASPECTS OF 
THE CONTEMPORARY 8TYLE
TONALITY. I n  an a ly z in g  th e  music f o r  t h i s  paper 
the  fo l lo w in g  a s p ec t s  of t o n a l i t y  were found; "neomodali ty";  
the  use of medieval church m o d e s " w h o l e  tone  s c a le s " ;  th e  
use of s c a l e s o f ' s i x  tones  w i th in  an o c tav e ,  each tone 
s e p a ra te d  by a whole s t e p g l ?  " b i t o n a l i t y " ,  the  use of  two 
d i f f e r e n t  keys i n  two d i f f e r e n t  voice p a r t s  s im u l ta n eo u s ly  
Two o th e r  common tw e n t i e t h - c e n tu r y  dev ices  which were not 
found i n  t h i s  s tudy  are: "multitonality", th e  use of numerous 
remotely  r e l a t e d  keys in t ro d u ced  one a f t e r  a n o th e r  w i th  d a r in g  
modulations or  even w ithou t  m odula t ing  and, " a t o n a l i t y " ,  the  
complete n e g a t io n  of key f e e l i n g .
INTERVAMC PARALI.ETIdM. Examples of parallelism, with
r e s p e c t  to  a l l  intervals, were found i n  this study.19
HARMONY. Modern harmony i n  g e n e ra l  makes use of chords 
of th e  7th; 9th, 11th ,  and l ] t h . 2 0  The use of chords b u i l t  w i th  
th e  i n t e r v a l  of t h e  4 th  were found i n  s e v e r a l  w o r k s .21 Chords 
built on seconds (a group of adjacent notes), which sound
l&Jee Example 1. 
l^dee Example 2. 
l^dee  Example 3» 
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sim ultaneously are c a l le d  tone c lu s ter s  The only examples of  
tone c l u s t e r s  were found i n  the accompaniment to  Norman 
Dello J o i o ’ 3 "Song of the Open Road". Chords without  
the  t h i r d  (open f i f t h  and oc tave)  a r e  used prim arily  for  
a rch a ic  e f f e c t s .  Contemporary composers use t h i s  type  
of chord o ften  i n  th e ir  so n g s .2% "Borrowed Chords" a re  chords 
which a re  ta k e n  from p a r a l l e l  keys, e i t h e r  major or m i n o r . 23 
As an example, a borrowed I  chord in  D minor would be D, F 
sharp, A, or th e  borrowed V chord would be A, C sharp, E. 
"A l te red  Chords" contain  a c c id e n ta ls  which a r e  not given in  
the key signature of the com position .24 The "Neapolitan I I  
Chord" i s  c l a s s i f i e d  as an a lter ed  chord, and i t  may be found 
in  the example of a ltered  chords. "Chord Btreams" c o n s is t  o f  
tr ia d s ,  7th chords, or 9th chords moving in  p a r a l le l  motion.
The only examples of "streaming" were found in  the accompaniment 
to the"Harvest Home Chorales" by Charles I v e s .
MODERN GOUNTERPOINTo One of the most s ig n i f ic a n t  
developments of the tw en tie th -cen tu ry  i s  the r e v iv a l  of 
in te r e s t  in  l i n e a r  w rit in g , an a t tr ib u te  of the n e o c la s s ic a l  
tendencies of the p resen t. This new w rit in g  i s  known as 
" l i n e a r "  or  "dissonant" counterpoint. The contrapuntal l i n e s  
o p e ra te  without reference  to  exact r u l e s  of  counterpoint.
22a@e Example 13. 
23jee Example 14 «
24^ee Example 15.
t h u s  f r e q u e n t ly  producing d is so n an t  c l a s h e s 0 ^ 5  Baroque 
c o n t r a p u n ta l  dev ices  such as th e  fugue^" and c a n o n ^ V  are 
being used. G rea te r  a t t e n t i o n  i s  being given to  melodic 
contour  of l i n e s ,  r a t h e r  th a n  to  harmonic e f f e c t s .  Examples 
of the  p i l i n g  up of fugua l  m a t e r i a l  in  s t r e t t o  can be f o u n d .2#
METER MD RHYTHM. Contemporary composers have expanded 
the  f i e l d  o f  rhythm and m eter .  I n  g e n e ra l  the  c h a r a c t e r i s t i c s  
of modern rhythm a re  d i r e c t e d  towards n a t u r a l  speech rhythms 
and a r e  m ain ta ined  through : (1) the  use of f req u en t  changes
of time s ig n a tu r e s  a s s o c i a t e d  w ith  Renaissance music 3 /2 ,  4 /2 ,  
2 /1 , and 4 /1 ;  (2) manipulation of syncopa t ions  and r e s t s  w i th ­
i n  the  e x is t in g  t ime s ig n a t u r e s ;  (3) i r r e g u l a r  s u b d iv i s io n s  
of the beat such as t r ip l e ;  (4 |  use of dotted bar l i n e s  w i th in  
a regular meter to in d ic a te  ac ce n ts  other than those which a re  
common to  t h a t  meter and, (5) f r e q u en t  use of rallentando and 
rubato m a rk in g s .29 Many contemporary composers have revo lted  
a g a i n s t  the monotony of i n c e s s a n t l y  r e c u r r e n t  measures of equa l  
l e n g th  and in  th e ir  p la ce  a re  to  be found changes of time 
s i g n a tu r e s  from one measure to the  n e x t . 30
^^Ralph Dan Manzo, A Htudy of S e le c te d  Choral  Works by 
American Contemporary Composers (Greeley: Colorado Htate  College
1961, p. 2 4 6 ° (Mio r o f i lm e d .)
26jee Example 16.
27oee Example I 7 and 18.
28dee Example I 9 and 20.
^^Charles  Edward Brookhart, The Choral  Music of Aaron
Copland, Roy H arris , and Randall Thompso n . ( N a s h v i l l e :  George 
Peabody C ollege for Teachers, I960) p^ 257° (M icrofilm ed.)
30aHee Example 20,
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Time s ign atures  suoh as 5 /8 ,  7 /8 ,  and 10/8  are to be 
found in  contemporary musio. The combining of two separate  
rhythmic m otives i s  used e s p e c ia l ly  in  polyphonic w r i t in g ,2  ̂
Examples of t r i p l e t s  against duple rhythm are c o m m o n . 3^
A t r ip l e t  and t i e  across a bar l in e  i s  another frequent 
d e v ic e .32 Complex t r i p l e t  f ig u res  can be found in such works 
as  the "Harvest Home Chorales" by Charles I v e s . 34 Accent 
marks are used in  abundance, along w ith sy n co p a tio n .35
MELODY, On the whole, melodic s t y l e  has undergone l e s s  
r a d ic a l  change than that occuring in  the other elem ents. 
Probably the most notable feature of modern melodic s t y l e  i s  
a tendency towards more extreme a n g u la r ity . The in te r v a l  of 
the minor y th  i s  very appealing to many c o m p o s e r s , I t  
was not unusual to f ind  two in te r v a ls  used together  in 
an ascending or descending l i n e ,  Jhort melodic motives 
were encountered, but they usually  gave way to a longer  
melodic l i n e ,  Jevera l composers wrote melodic l in e s  which 
resembled fo lk  tun es , ThKe such composers are Norman D ello  





3/^ee Examples I3 and 18, 
36aee Example 2$.
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i s  o ften  in fluenced  by other fa c to rs  such as harmony and 
rhythm.
PEDAL POIirr. Pedal point,  in  i t s  many forms, was 
used e x te n s iv e ly  by a m ajority of the composers in  th is  study.
An unusual form of pedal point was encountered in  "Dirge for two 
Veterans" by Normand L o c k w o o d . 37 This was the only example of  
t h i s  type of chordal pedal point found in  t h i s  study.
DRAMATIC DEVICES. By far the use of extreme dynamic 
changes was the most frequ en tly  encountered dramatic d ev ice .  
Budden dynamic changes were not uncommon. Many of the s e l e c t ­
ions in  t h i s  study require the f u l l  dimension o f  dynamics ( f f f -  
ppp). Contemporary composers have a lso  ex p lo ited  the s in g in g  
range of the human vo ice  for  dramatic p u r p o s e s . 38 A com pletely  
d if fe r e n t  com positional technique i s  employed by William  
8chuman in  "Prelude for Voices", which i s  re ferred  to as 
"sprechgesang" (speech song). This s t y l iz e d  m usical declama­
t io n  partakes of the character of speaking, however, rhythm i s  
notated s t r i c t l y .  This rhythmic pattern becomes the underlying  
and unify ing medium for the soprano s o lo .  By combining the 
two techniques of vocal expression  the s in g ers  have an added 
opportunity to  unfold the drama of the t e x t . 39
37jee Example 26.
38Manzo.,/j0£ .  c i t . , p.  246,
39 l b i d . P.  218.
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MODULATION. Thla i s  a device which ia  used by a m ajority  
of the contemporary compoaera and in  d if fe r e n t  ways. I t  ia
used to  enhance t h e  te x t  at a p a r t i c u l a r  spot or to  c r e a t e  a 
d if fe r e n t  mood. Sometimes the  modula t ion  i s  q u i t e  drawn out 
w i th  the  composer moving through many keys before  a rr iv in g  at  
h i s  d e s t i n a t i o n .  An example of t h i s  type of modula t ion  can be 
found in  "The Soule", by E rn s t  B a c o n . ^0 There were some 
In s ta n c e s  when composers moved d ir e c t ly  from one key to  the 
n ex t ,  without modulating. Chromatic modulating was found in  
the song "Praise Ye", w ritten  by Paul C h r i s t i a n s e n .
CADENCE3. Very few contemporary aonga end with an 
"authentic" (V^l), or "plagel" (IV^L) cadence, but rather  
111-1 , 11 -1 , or V l l -1.42 This ia  due to the increased  use of  
polyphonic texture  in  w r it in g s  The deceptive cadence ia  o ften  
used.
EUEPENEIONE. Examples o f  the 7 -6 , 4 -3 , and 2-1 suspen­
s ion s  were found in  the m ateria l analyzed, but the use o f  theae  
suspensions i s  quite  rare.^^ Contemporary composers crea te  
ten s io n  through other moans, such as the ? th -13th chords.
^^dee Example 27» 
'^^oee Example 28. 
4^Eee Example 29» 
4^Eee Example 27. 
^^dee Example 30.
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FORM. The s tru c tu r a l  forma used by the composers in  
th is  study were e i th e r  s e c t io n a l ,  tern a ry ,s tr o p h ic ,  or through 
composed. R an d a l l  Thompson achieves unity i n  h is  s e c t io n a l  
music by returning to the same thematic m a te r ia l .45 Ternary
form (ABA) frequently  fo l low s th e  pattern  of slow, f a s t ,  slow- 
dtrophio forms a re  commonly used for works based on f o l k  songs, 
Through composed form i s  used when the poetry does not f i t  any 
of the  o th e r  forms.
45Brookhart, op. c i t . ,  p. 2?6,
JUI#ARY. Twentie th  cen tu ry  t o n a l i t y  f e a t u r e s  the  use 
o f  neom odali ty ,  whole tone s c a l e s ,  b i t o n a l i t y ,  m u l t i t o n a l i t y ,  
and a t o n a l i ty .  I n t e r v a l i c  p a r a l l e l i s m  i s  used f r e q u e n t ly  with  
r e s p e c t  to  a l l  i n t e r v a l s .  Modern harmony makes use of 7th-  
13 th chords,  i n t e r v a l l e  chords ,  open chords,  a l t e r e d  chords ,  
and borrowed chords. Chord streams can be found on o ccas io n .  
Modulation i s  common and o f ten  occurs  to  u n re la te d  keys. 
Rhythmic freedom i s  t y p i c a l ,  w i th  eve r-chang ing  meters  and 
g r e a t  v a r i e ty  of rhythmic p a t t e r n s .  Ph rases  a re  g e n e ra l ly  
an g u la r  i n  con tour ,  and a r e  not r e s t r i c t e d  to  four-and-  
e igh t-m easu re  l e n g th .  Cadences show th e  e f f e c t  of the  
contemporary composer’ s i n t e r e s t  i n  polyphonic w r i t i n g ,  as 
cadences o th e r  than  the  p la g a l  and authent ic ,  such as I I - I  
and V I-I , a re  used more frequently .  I t  has been shown i n  
th e  an a ly ses  t h a t  contemporary composers have employed th e se  
d ev ice s ,  as w e l l  as numerous o th e r s ,  p r in c ip a l ly  with the  
aim of enhancing t h e i r  chosen t e x t s .
Through th e  use of the  numerous dev ices  c i t e d  above 
i n  the  s t y l e s  of  impress ion ism , c l a s s i c i s m ,  romantic ism, 
n a t io n a l i s m ,  and new exp ress ion ism ,  which e x i s t  s id e  by s id e ,  
contemporary composers have given  to d a y ’s c h o i r  d i r e c t o r  
an un l im ited  v a r i e t y  of music from which to  choose. I n  
the  a n a ly se s  of s e l e c t e d  com posit ions i t  was shown t h a t
— 68 —
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t h e r e  i s  much contemporary music t h a t  i s  w e l l  w i th in  the  
c a p a b i l i t i e s  of most amateur groups. Some of the music 
i s  q u i te  d i f f i c u l t ,  but  th e  d i f f i c u l t y  does not dec rease  
i t s  e f f e c t i v e n e s s  as a te ach in g  d ev ice .  As more c h o i r  
d i r e c t o r s  f a m i l i a r i z e  themselves  w i th  contemporary music 
and learn to  unders tand  i t ,  they  w i l l  perform more of i t ,
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SUGGESTIONS FOR FURTHER STUDY, There would be 
r e a l  merit l a  pursuing such a study as the one completed, 
but i n  the fo llo w in g  areas; (1 ) contemporary vocal  music 
fo r  women's choruses, (SSA or 3dM) and (2) contemporary 
music for male choruses, (TTBB). Work i n  e ith e r  of these  
a reas  should probably cover not just  American music, but 
contemporary music throughout the world, A th ird  area 
of study, which i s  d e f in i t e ly  needed, i s  a research in to  
contemporary European vocal  music for  mixed choruses. 
Gathering  m ateria l for t h i s  type of study might be d i f f i c u l t ,  
but the d i l ig e n t  student could overcome th ese  d i f f i c u l t i e s .
71
Example 1. "neomodalitv" from "Keep Not Thou 
dilence" by Alan Hovhaneaa. Measures 12-16.
hei-d ̂ n o t
hold
Example 2. "whole tone s c a le "  from "Who Gan Revoke" 
by W allingford R iegger. Measures 4-7°
J-' )fe j  »|> |- I g —{ f >
-I- J J J  J J- .f  i t t  r  I w
tofi. cen -rt.joke. TVt. Axe's jT ra  Kt Spl!f aÇ A » ' x i ' o a K  ?
Example ] .  "b ltona lity"  from "dlxty-deventh Psalm" 
by Charles I v e s .  Measures 1 -$ .
e>
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Example 4 .  '’p a r a l l e l  2nd3 " from "At The New Year" 
by Marion Bauer.  Measures I 4 - 1 7 .
Example 5. " p a r a l l e l  3rd s "  from "These a re  the  Times" 
by C har les  F, Bryan. Measures 28-31.
É
on^ rke . Swn skme, P® ~  oT
J ' J '  J J -  l - ' J  —^
a  - r 3 :
Trvj (y\ a»\'s SomIs "rVe-se. T \v ie j t r  y h^an'r Soulj Tkas*. T  I ' w e - S
I* " f ""1 l T  - 1  I* 1 I f  f  f
Example 6 . " p a r a l l e l  4 th s "  from "Lord, Thou Hast 
Been Our Dwelling P lace"  by Bvan Lekberg. Measures 5 - 7 ,
f- :  j: r , r
m
6 t ^ o < - e . T V e -  VA“>^iTavK5 \A>a-ra k f »  f . o t W  o - r  1  k o ^  W o i î T  Ç o r m o i ,
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Example 7» " p a r a l le l  $tha" from "Laudate Domlnum" 
by Joseph Goodman. Measures 2$-29«
v\
T e sC, ^IV 1/ *V\
Example 8. " p a r a l le l  6ths" from "Gome Thou Long- 
Expected Jesus" by Leland dateren . Measure
PP Y J- -
OUT"
19 ^
Example 9° " p a r a l l e l  ? th s "  from "Prayers of J t e e l "  
by Paul C hristiansen . Measures 35-37°
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Example 10. " p a r a l le l  octaves" from "Praise Ye The 
Lord" by Anthony Donato. Measures I4- I7.
CrtOif V\e.si
/ 7* ^ J
klyn Uj'fHv tV s. 
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Example 11. "7th , 9th, 11th, and 13th chords" from
"Drop, Drop, Jlow Tears" by Robert Elmore. Measures 28-33°
u T
h o ■r H t s
Example 12. " i n t e r v a l  of the 4 t h  chords" from 
"Death Jpreads His Gentle dings" by Marion Bauer, and 
"Praise Ye the Lord" by Anthony Donato.
Measure 6) (The cadence
m m
TJ-
■1 Iji'o  1 3 ^ '
TV e .  LoI'SN—'
-o-
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Example 13» "open $th chord" from "Sing Unto God" 
by Pau l  F e t l e r ,  Measures 6 - 8 .
ty:::y..::jagi-----------------------: = i
-7 / g r A  1 _ ...... .
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Example 14. "borrowed chord" from "Let down the  bars,  
0 Death" by Samuel Barber. Measures 26-30.
Tie. TiVai s
-fk-c. "T/rtÀ Ç\oĉ \<s
Example 1$. "altered  chords" from "Here Is. thy 
fo o ts to o l"  ^y Paul Creston. Measures 18-21.
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Example 16. "fugue" from "Why Hast Thou Cast Off"
by Alan Hovhaness. Measures 22-5$.
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Example 17. "canon” from "C ross ing  the  Han R iver"  
by P e t e r  Mennin. Measures 23-26.
P
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Example 18. -"double canon" from "Psalm 134" by 
Normand Lockwood. Measures 1 -5 ,
r H -----
/-I »




- J  .... '..... - t .....
f i l ts s  u«. tK a
J» U ^
---- i--------1-----T -----
i-O'T-elj ft II w  a.
J. »
-- ( —1-- -




i . r  p  # ...1- n .
L p -----------j __ J ' J j







S le s i  UftiTt
f )
-----------— L—L
a koTci, AH Y&
* -> ->






P  • f ' :
y t = k i — «... r  • ........- ■ - = £ =  ™ 1 1----:
Example 19» " s t r e t t o "  from "The Lamb" by E a r l  George 
Measures 39 - 4 2 .
..: ...c ,— r - h r — z /—^ i j - i . _ g . . .  p — r  1 f-._. 4 —
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Example 20. " a t r e t t o "  from "How E x c e l le n t  Thy Name" 
by Howard Hanson. Measures 20-22.
fc  sa g r
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Example 21. "rhythmic motives"  from "P rayers  of 
Htee l"  by Pau l  C h r i s t i a n s e n .  Measures 16 and 1?.
wL««̂  yne. or\ ^ f  Ge j
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Example 22. " t r i p l e t s  a g a in s t  duple rhythm" from 
"This  i s  th e  Garden" by David Diamond. Measures 17 and 18.
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Example 23. " t r i p l e t s  and t i e a "  from "Trumpets of 
Zion" by Olaf C h r i s t i a n s e n .  Measures 12-15.
L&.G$.Ty
____
fTi # Ij^ .g.. g I» I
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If ft  Mane, k»TVi rr»h5~K&tT̂ "sÔR̂ vî £— none, t V \ « . v * v  S p a f e  ^
Example 24. "complex t r i p l e t  p a t t e r n s "  from "Harvest 
Homa Chorales  ^2" by Charles  I v e s .  Measures 28-31.
I r~r^
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Example 25» "minor 7 th  used i n  malodic l i n e "  from 
" la z y  Afternoon" by E l i e  d ie g m e is te r .  Measures 6-9 .
( \  " t V s e  P I  w r \ T y  t &  S  k o i ç \ ' \  0  U 4 <  ^ « a - à »  V V \ e <
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Example 2 6 . " c h o rd a l  p eda l  p o in t"  from "Dirge f o r  
two Vete rans"  by Normand Lockwood. Measures 1 and 2.
l i ^ - J  1
lasT Sun  beci>Ns
---- 1----------1------ j------
3^ —i ^qVIS Yy\ ~X
^ — H 4 - . = e ... - d
y r t t ~  t : j  i
=A— - - f —J— f - 4 -
- r  -
— ^ -------2 ------ 3̂ ' ^
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Example 27- "modulating through many keys" from 
"The Jou le"  by E rns t  Baoon. Measures 1 2 -2 ] ,
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Example 28. "chromatic  modulation" from " P ra i s e  Ye" 
by P au l  C h r i s t i a n s e n .  Measures 29-3$.
A  g  iF 5
1 * ^  I I + Y V 4 I 1...
Example 29. " I I - I  cadence" from "A Spr ing  Carol" 
by Robert W etz le r .
IT?
Example 30. "suspens ions"  from "The Las t  Words of  
David" by R andal l  Thompson, measures 34 - 3 7 ,
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l ldT  OF COMPOdERd FROM WHICH WAd CHOdEN





Bauer, Marion E. 1887-1955
Beaoh, Mrs. H. H. A. 1867-1944
Bergsma, William 1912
B ern stein , Leonard 1918
Bingham, deth 1882
B r ita in ,  Radie 1903
Bryan, Charles F. 1911
Carpenter, John I867- I 95I
Carter, E l l i o t I9O8
C hristiansen , Paul J . 1909









DeLamarter, Eric 1880- 1953
Delaney, Robert 1903






E n g e l , Lehman 1910
F arw e l l ,  Arthur 1872- 1952
F e t le r ,  Paul 1920
Fiokensoher, Arthur 1871- 1954
F ine, Irv in g 1914
Finney, Rose Lee 1906
Gainee, oamuel 1869- 1945




H a r r i s ,  Roy 1898
Haubiel, Charles 1894
H eifer , Walter 1896
Hovhaneee, A llan 1911
Howe, Mary 1882
I v e s ,  Charles 1874- 1954
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Ja c o b i ,  F re d e r ic k 1891
James, Dortiiy 1901
James, P h i l l i p 1890
Kay, U lysses 1917
Kubik, G ai l 1914




McDonald, H ar l 1899
McKay, George 1899
Manz, Paul 1919
Mennin, P e te r 1923
Moe, Danie l 1926
Moore, Doug 1893
N elson,  Ron 1929
P e r s i c h e t t i ,  Vincent 1 9 1$
P h i l l ip s ,  B u rril 1907
P i s to n ,  Walter 1894
Powell ,  John 1882
Read, Gardner 1913
Reed, Owen H. 1910
R iegger ,  W all ing fo rd 1885





do human, V/illiam 1910
doot t ,  Tom 1912
d ess lo n s , Roger 1896
dhepherd, Arthur I 88O-I958
d iegm aister , E lie 1909
dowerby, Leo 1895
dtevens; Halsey I 9O8
d t i l l ,  William Grant 1895
Taylor, Deema 1885
Thompson, Randal l 1899
Thomaon, V ir g i l 1896
T u th i l l ,  Burnett 1888
Wagner, Joseph 1900
W etzler, Robert 1932
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